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SUMMARY 
THE STUDENT AS MAKER: An examination of the meaning of music to students in a 
school and the ways in which we give access to meaningful music education. 
 
This thesis primarily involves an examination of the meaning of music to young people in 
a school context and the processes that facilitate that involvement. It is essentially a 
curriculum thesis and seeks to contribute to the understanding of how meaning and the 
processes that may give access to meaning in music education might be constructed and 
interpreted by teachers and curricula. The questions of meaning and access to meaningful 
music education are examined empirically in a participant-observation casestudy and 
 9 
examined in conjunction with an ongoing body of theorising about music education. The 
intention of the thesis is to elaborate the meaning of music to young people in a school 
context, and to explore the issues of music teaching. The thesis argues that meaning is 
located in social, personal and cultural experiences and suggests the need for access to all 
of these in music education. Furthermore, it seeks to extend the implications of these 
meanings in the post-modern era by outlining the specific potential of the music 
experience and the teacher as artistic interpreter and facilitator of modern cultural life. 
Through an examination of context, it highlights the potential and possibilities of music 
experience for building and giving access to a range of music meanings. The thesis seeks 
to build a sense of the different aspects of music meaning that might be considered by 
music education. It attempts to build a vision of music education that takes the 
significance of intuitive and analytic music experience seriously. More importantly for 
teaching and learning, it seeks to describe how a teacher might both teach in and 
construct environments where meaningful music might be made explicit and accessible in 
curriculum and practice. 
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PREFACE 
For most of my life, I have been a singer, composer and teacher of music. My musical 
background is eclectic, for me ‘music is music’ and whether I am singing lieder, fronting 
a punk band or ‘scatting’ in a jazz ensemble, I count them all as worthwhile music 
experiences. As a composer, I have published rock music, jazz and music theatre and 
music resources for education. The distinction between style and complexity has never 
been an issue– I have come to see them all as musical experience. The line between 
teacher and musician is also a blurred one; what I have learned about musical knowledge 
from teaching is complemented by what I have learned about education from being a 
musician. All of these experiences are, as Csikszentmihalyi (1994) describes, ‘flow’ 
activities. I draw upon this construction of teacher as artist in my approach to research in 
music education. I hope to bring an openness that flows from the eclecticism of these 
experiences and seek to contribute a sense of unity of purpose that can be drawn from my 
experience as a teacher and musician. 
 
This thesis is the result of ten years of academic study, which began with a Master of 
Education postgraduate degree in 1990. From the coursework subjects and thesis that 
came from this postgraduate study I gained a real passion for qualitative research and a 
thirst for understanding the role of the arts in community and curriculum. Like many 
teachers of the arts, I began with the anecdotes from my teaching experience that 
questioned the ways in which arts education was taught in schools and the ways in which 
curriculum was interpreted. I wondered why music making was not intrinsically 
motivated in schools, why the interpretation of curriculum ignored much of the music 
that children were passionately involved with, why good musicians were often not good 
teachers of music. I also asked why the students did not see the role of music as relevant 
to the school as a community, why school administrations did not appear to value music 
whilst simultaneously using music as a way to promote their school image. As a teacher 
and head of a performing arts faculty I also saw the arts segmented and separated from 
one another-a notion which ignored the conception of integrated arts curriculum 
advocated in curriculum documents. Through academic study and work in the field of 
The Student as Maker Preface 
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music education, I began to see the idea that curriculum is a dynamic process which in 
part embodies the teachers themselves and their ability to build and interpret the 
environment. 
 
I began this research with these kinds of thoughts, experiences and questions in my mind. 
Like most teacher/researchers, I hoped that there would be some kind of reasonable 
explanation for my perception that music education practice failed to engage and be 
relevant to students’ lives. I also hoped that the research would reveal some useful ideas 
for teaching and learning in music. Philosophically, the position I have taken embraces 
what could be described as a ‘pragmatist aesthetic’ (Schusterman, 1992). This idea has 
been drawn initially from John Dewey’s instrumentalism/pragmatism (Dewey, 1970) and 
an existential philosophy of relationships from Martin Buber (1969, 1975). The notion of 
unifying the practical and pragmatic and aesthetic, or the reunion of ‘praxis and poesis’ 
holds the key to understanding how I have used the term ‘pragmatist aesthetic’. It is the 
work of these philosophers that most clearly influences my approach to curriculum and to 
teaching and learning in the arts. The emphasis here is upon unifying these ideas rather 
than perceiving them as being exclusive or opposing. 
 
I have spent over seven years working at the case study site discussed in this thesis. The 
first of these years was spent redesigning the curriculum and the next five involved the 
introduction and implementation of the theoretical tenets of the Master of Education 
thesis to the curriculum and school community. Throughout that time, I kept records in 
diary and journal form, collected video and audiotapes of music within the school and 
documents describing the curriculum and process of music education. I collected these 
records to document the effect of the ideas drawn from my Masters thesis and as example 
and evidence of the interaction of policy, theory and practice that occurred within the 
case study school. In the seventh year, I began the current research using participant 
observation case study methodology. I have focused this research upon examining what it 
is about music and music experience that children find meaningful in a school context. It 
is my hope that this knowledge will reveal ways to provide access to that meaning for 
students. I hope this research will have implications for the interpretation of curriculum, 
The Student as Maker Preface 
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the clarification of the role of the music teacher and the structure of learning experiences. 
What follows in this thesis is a long-term study that examines theory in practice. 
 
In this preface, I simply seek to place myself in this research and display my role, 
preconceptions and influences in an open and informative way. I hope that the 
commitment, energy and enthusiasm I have for music making in education and the 
community at large comes through in this research. I wish to make it known that I sought 
to undertake this research in a balanced, trustworthy but uninhibited way and hope that 
the results of this study contribute to the knowledge in the field of music and arts 
education. 
 
The Student as maker Chapter 1–Introduction 
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CHAPTER 1 
INTRODUCTION 
This thesis primarily involves an examination of the meaning of music to young people in 
a school context and the processes that facilitate that involvement. It is essentially a 
curriculum studies thesis and seeks to contribute to the understanding of how meaning 
and the processes that may give access to meaning in music education might be 
constructed and interpreted by teachers and curricula. The way that I have sought to 
answer these questions empirically has combined conceptual and field research in an 
interactive way. Determining the reasons, and thus making clear the questions of 
research, has often been raised as the most difficult step amongst the myriad of difficult 
steps that are involved in completing a doctoral-length dissertation. When difficulties 
arise, researchers invariably return to the data or the literature for guidance and direction. 
We must constantly ask ourselves why we are doing the research, what relevance it has to 
our questions and what is the meaning of what we have found or observed? Upon 
reflection of this process, I have come to an interesting personal insight. Almost without 
exception, when I have been searching for an answer in literature to a perplexing 
philosophical or theoretical question, I have found solace and clarity in the words of John 
Dewey. In the pre-introductory pages to Elliot Eisner’s ‘Cognition and Curriculum’ I 
discovered the following passage from Dewey’s ‘My Pedagogic Creed’, 1897: 
 
I believe that the individual who is to be educated is a social individual, and that 
society is an organic union of individuals. If we eliminate the social factor from the 
child we are left only with an abstraction; if we eliminate the individual factor from 
the society we are left with an inert and lifeless mass. Education must therefore begin 
with a psychological insight into the child’s capacities, interests and habits. It must 
be controlled at every point by reference to these same considerations. These powers, 
interests and habits must be continually interpreted - we must know what they mean. 
They must be translated into terms of their social equivalents–into terms of what they 
are capable of in the way of social service. (Dewey in Eisner, 1994: v) 
 
The purpose of this research is to do just that: to examine what interests and motivates 
children about music and what they find meaningful. This quest is bounded and focussed 
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by the terms of their ‘social equivalence’. It is contained by the notion that education in 
music is personal and individual, and simultaneously cultural and social. Meaningful 
music education contributes towards the education of character (Buber, 1969: 104). This 
thesis is explicitly a curriculum studies thesis. The research is not simply a sociological or 
qualitative piece of research about what is happening in the participant observation site; 
rather, it focuses upon what is happening in conjunction with an ongoing body of 
theorising about music education. It seeks to explore how those theories should be 
understood, applied and dynamically respond to the needs of practice. Furthermore, it 
seeks to explore and identify some of the dimensions of good practice. The intention of 
the thesis is both to elaborate the meaning of music to young people in a school context 
and to explore the issues of music teaching. 
  
I have chosen the phrase ‘education of character’ carefully. Martin Buber considered that 
education worthy of bearing the name is just this (Buber, 1969: 104). In the review of 
literature, I struggle philosophically with the notions of an aesthetic education (Reimer, 
1989), an education of perception (Gardner, 1993), music education as initiation into a 
discourse (Swanwick, 1994) and a praxial music education (Elliott, 1995). These views of 
arts and specifically music education capture the essence of what was being educated. 
The closer I looked at each argument for the definition and term that described what part 
of the mind or mode of thinking was being educated, the more confused I became. I 
found merit in each argument and even in each philosopher’s criticism of the other. My 
pragmatist leanings eventually clarified this confusion of terms and ideological positions. 
Art, according to Dewey, is ‘what the product does in and with experience’ (Dewey, 
1989: 3). Whether what is being educated is the aesthetic, the perception, an initiation 
into a discourse or through a process of praxial education, there is no doubt that 
ultimately what is being educated is ‘the live creature’ (Dewey, 1989). The live creature 
is simultaneously a social being, an individual in relation, and a person whose 
consciousness may be changed through experience. Certainly, critical philosophical 
discussion about the precise nature of the psychological aspects of learning is a necessary 
and important pursuit, but it is not necessary here to choose a preferred position, or 
construct a set of binary oppositions. Rather, I believe that each philosophical position 
The Student as maker Chapter 1–Introduction 
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provides a particular ‘lens’ upon the understanding of how we think and how art affects 
our feelings and intellect.  
 
David Perkins (1988) talks about teaching for transfer– that is, the ability for a concept in 
education to be transferred to another context or domain. Reflecting on my observations 
of children growing up, and through a tacit awareness of my own life, I have become 
aware that the way I think ‘musically’ has affected the way that I do things and solve 
problems, beyond the process of making music. My music making experiences have had 
generic consequences. The processes and interactions involved in music making have 
educated my character; I have been able to transfer the skills and knowledge gained in 
making music to other domains. Indeed, I believe this thesis to be heavily influenced by 
such thinking. Through the process of making and thinking about music, I have also been 
‘made’ by it. The idea of student as maker is primarily about the role that music 
education can play in the education of character: identifying and defining the processes 
that refine, reify and make music experience meaningful. At every point in this thesis I 
have tried to refer to the child’s capacities, interests and habits (Dewey, 1989) and bound 
these within a context that refers to the social, and that contributes a benefit to society. 
 
As I described in the preface to this thesis, I have had a deep association with the 
phenomenon of the meaning of music as a music teacher in a school. I wanted to utilise 
this association to advantage to gain an understanding of the phenomenon of meaning and 
the processes that facilitated or gave access to that meaning from the inside. In this 
process, I became the instrument of measurement, reflection and analysis, conflict and 
argument, and eventually understanding.  
 
The last stage of field research for this thesis was undertaken over a twelve-month period 
in 1997. It was carried out in an independent, pre-preparatory-to year 12 school in the 
eastern suburbs of Melbourne. Before undertaking the research, I had worked in the 
school for six years as a music teacher, director of music and head of performing arts. 
During that time I implemented experiential theories drawn from my Master of Education 
The Student as maker Chapter 1–Introduction 
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thesis (Dillon, 1995) into the school’s curricular, co-curricular and extra-curricular music 
programs. 
 
The opportunity to observe theoretical concepts in action and gain an insight into the 
logistical and educational affects of this ‘theory in action’ presented to me an opportunity 
for fascinating ethnographic research. In December 1996, I resigned as a teacher at the 
school and began participant observation case study research at the school. This involved 
interviews with students who represented a variety of musical experiences and interviews 
with instrumental and classroom music teacher, ensemble directors, home room/pastoral 
care teachers and school counsellors. I undertook observations over a twelve-week period 
in term four of the school year as a participant/teacher observer, in classrooms, and as a 
non-participant observation of rehearsals and performances. 
 
The current thesis is linked to my Master of Education thesis, the outcomes of which 
were then applied to the school context. In chapter 2, I provide a background to the study 
that outlines the highlights of that prior conceptual research. The chapter provides a 
synopsis of significant literature and explores the recommendations and conclusions 
drawn from that thesis. 
 
Chapter 3 examines further issues raised in music education literature that are concerned 
with or inform the thesis questions. It primarily examines the location of meaning and the 
philosophies of education and music education that have contributed to the idea of the 
student as maker as an experiential method of learning music in context. It outlines what 
the literature has identified as the system and parts of the community of a school and the 
role of music within that community. It seeks to define the kinds of interactions and 
contexts that influence music learning and access to meaning. Chapter 3, seeks primarily 
to outline the theoretical constructs of the thesis and, through relevant literature, provide a 
basis for the approach and methodology utilised in the empirical study. More explicitly, 
this chapter examines the issues of the meaning of music to young people in a school and 
the implications for curriculum of gaining such understanding. Rather than bifurcating 
the phenomenon of meaning as constructed by selected and influential theorists, I have 
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sought to highlight what each theorist brings to the understanding of the phenomenon of 
meaning and music in all its locations. 
 
Chapter 4 is a report about a pilot study and examines the suitability of the case study 
site, to determine the influence of deep insider researcher on data collection and 
interviews and to test interview methods and question guides. It describes and reports on 
the study and the things it found that influenced the development of the main study. The 
pilot study reports on the methods of collecting and analysing data and seeks to examine 
the role of the researcher in this process and the effect that this might have upon data. It 
seeks to acknowledge the researcher as a sensitive human instrument of research, and to 
explore issues of transparency and rigour within such an approach. 
 
Chapter 5 discusses the methodology used for the empirical study. I have responded to 
implications drawn from the pilot study in the construction of this methodology. I outline 
the reasons for the selection of and appropriateness of the participant observation case 
study method and describe the site and the participants in it. I explain and describe further 
my role as a ‘deep insider researcher’ and as an instrument for qualitative research, and 
outline measures undertaken to increase the trustworthiness and authenticity of the 
research. The chapter highlights the advantages and weaknesses of participant observer 
case study methodology and seeks to counterbalance the weaknesses through the 
implementation of these systems and the transparency of the research process. 
 
Chapter 6 examines stories from the interview data that were told about early childhood 
music experience. The chapter consists of analysis drawn exclusively from interviews in 
the study. Staff and student narratives about their musical biographies are presented in 
such a way as to display some of the processes of analysis that have taken place. 
Relatively large portions of narratives are presented to give the reader a sense of the 
musical lives of individuals and the warmth and regard in which participants held the 
research questions. It begins by first examining remembered instances of music 
experience, then discusses the narratives in the hope that they will deliver an 
understanding of what music ‘means’ in these experiences. It examines closely what is 
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said about the role and influence of family, the first experiences with a music teacher, the 
first ensemble experience and institutional music learning in the early years.  
 
The meaning of music to young people is explored in Chapter 7 through analysis of field 
data and reference to relevant literature. Music making is examined as a system with a 
school and the personal, social and universal meanings are explored from both the 
teacher’s and students’ perspectives. The research suggests that an environment might be 
constructed by a teacher to provide access to all of these forms of meaning. It describes 
the dialectic tension between the intuitive and analytic aspects of music and examines the 
idea that music education is an initiation into a discourse. 
 
Chapter 8 continues the discussion of the idea that access to music meaning might be 
constructed by a teacher. It examines the role of teacher as builder and interpreter of 
contexts. It examines in turn the contexts for music learning of the classroom, 
instrumental studio, ensemble and community. It focuses in particular upon the 
relationship between student and teacher, highlighting the differentiated approaches of 
the music teacher – who, it is argued, needs to teach the analytic curriculum and embody 
the intuitive aspects of aesthetic learning. The research questions of meaning and process 
draw this chapter together. It examines where the meaning is located and in what ways 
each music context provides access to meaning. The importance of this discussion is that 
it seeks to define what musical experiences are to be had in each context and how the 
student can make sense of these experiences through their initiation into the discourse. 
 
Chapter 9 examines the generic implications of the student as maker and the meaning of 
music. It was proposed in my earlier minor thesis, The Student as Maker (Dillon, 1995), 
that music learning has an effect upon the self and social formation of individuals. This 
chapter seeks to examine these ideas within the case study site. It uses empirical data to 
argue and illustrate concepts raised in the earlier thesis, that music experience that is 
relevant and reverent to community and involves meta-cognitive reflection has the 
potential to ‘educate character’ (Buber, 1969: 104). It argues that these kinds of teaching 
and learning experiences can provide individuals with critical thinking skills that enable 
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them to make informed decisions about art and its role in post-modern society. It is 
argued that the meaning gained from music experience is such that it may ground us in an 
understanding of self and others in social relation. Furthermore, I argue that this kind of 
meaningful activity can act as a counterbalance to the kinds of social abstractions that are 
becoming more common in contemporary life. 
 
Chapter 10 forms a discursive conclusion to the thesis. It seeks to draw together the 
theory, practice, philosophy and field research. Here the meanings of music that have 
been identified and explored in the body of the thesis are examined from the perspective 
of how they might be facilitated by a teacher. What is important in this chapter is the 
ways in which curriculum and teaching method might provide access to an inclusive 
range of experiences that provide access to meaning. The characteristics of the teacher, 
curriculum and environment that might provide access to that meaning are discussed. 
This chapter strives to describe what a nurturing environment for music education might 
be. It seeks to draw from the research a transferable description that bears a relationship 
to an ‘ideal’. It should be noted that the purpose of this thesis has been to put the meat on 
the bones of theory. This description of an ideal is just that: it reconstructs the theory in 
the light of what the interaction with practice has given it. It is not a generalisation, but a 
specific and individual reconstruction of a case that has transferable implications. 
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CHAPTER 2 
BACKGROUND TO THE STUDY 
Introduction 
In 1995 I completed a Master of Education thesis entitled: The ‘student as maker’: An 
examination of making in music education and the implications for contemporary 
curriculum. The thesis was a conceptual study that examined the literature that 
surrounded music making experience. The conclusions drawn from this research 
proposed a particular approach to music education – curriculum and practice that I have 
called the ‘student as maker’. At the time of writing the Master of Education thesis, I held 
a position as head of performing arts and director of music at a Uniting Church 
independent school in the eastern suburbs of Melbourne. After discussions with the 
principal and head of curriculum at the school, I was given permission to apply the 
recommendations drawn from the Master of Education thesis to the school curriculum, 
teaching practice and community. The present doctoral research seeks to observe how the 
theoretical concepts drawn from that Master’s thesis were interpreted and essentially, 
how theory was ‘worked out’ in practice. The ideas in the earlier thesis formed the initial 
conceptual foundation for the model that operated in the case study site, and that are the 
subject of further empirical study and elaboration in the current thesis. One of the 
intentions of this thesis was to use participant observation case study methodology as a 
way of ‘putting the meat on the bones of theory’ (Yates, personal conversation: 1997). 
The conceptual ideas that informed this study are only technically in the public realm 
(that is, in the La Trobe University library in Melbourne) and as part of conference 
proceedings and local journals (Dillon, 1995a, 1999a, 1999b, 2000a, 2000 b). The 
concept of ‘student as maker’ and the thesis that informed it are referred to throughout 
this doctoral study. To give readers of this thesis a clearer understanding of these ideas, I 
will redefine the concept of ‘student as maker’, restate the conclusions drawn from that 
study and provide pointers to the literature from which these ideas were drawn.  
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The ‘student as maker’- A definition 
The concept of ‘student as maker’ focuses upon three basic principles. The first is, that 
music needs to be experienced and reflected upon through the musical processes of 
composition or creative making, performance and realisation, and active analysis of and 
listening to music. This process must contain reflection both in action and on action 
(Schon, 1984, 1987). Secondly, music making needs to be done in both the classroom and 
in the school community. It needs to be both purely aesthetic and push the boundaries of 
the discipline and it must be functional and pragmatic and serve the community in a 
responsive, reverent and interactive way. Finally, the selection of content should draw 
from a broad range of materials. This content should include multimedia and globalised 
repertoire and process - music from a variety of taste cultures - and such music needs to 
contribute clearly to musical knowledge through a revisiting of musical elements at 
progressively deeper levels.  
 
The ‘student as maker’ attempts to unify these ideas into curricula, co-curricular, cross-
curricular and extra-curricular plans. It draws a philosophical basis from current theories 
of arts and music education and seeks to explore the effects of context and institution 
upon them. ‘Student as maker’ incorporates within these ideas a notion of art life 
reintegration that constitutes a recognition of arts education and schooling as significant 
contributors to individual students’ formations of self - what Buber (1969) calls the 
education of character. I argue that there is a need to counterbalance the negative effects 
of the so-called post-modern condition (Lyotard, 1984). If, as described above, we are 
formed socially by our interactions with significant ‘others’, and there is a growing 
proliferation of non-present and technologically mediated social experiences- then what 
kind of people are being formed? ‘Student as maker’ highlights social interaction through 
present and uniquely expressive ways of communicating, advocating that these kinds of 
musical experiences might ground individuals in human relations that contribute to the 
constitution of self. ‘Student as maker’ also values modes of interaction with 
technological means of production, as a means of demystifying the process of music 
making in the world today. It provides an opportunity for students to develop critical 
reflective skills about aesthetic product as it is found in commodities. Students who 
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develop these skills through making music and reflecting upon both product and process 
will have had experiences with technological and globalised forms of music making and 
thinking. Through this, the processes of production will be demystified and less abstract. 
I suggest that, because of exposure to relevant experiences in music making, they will be 
more critical of art as it is found in commodities and the world today. 
The essence of ‘student as maker’, is to recognise the integration which is occurring 
between life and art and give individuals access to critical values and an educated 
perceptual ability which can recognise and be critical of art in life, from within it as 
well as from a distance. The power of reflection in this way is the key to active 
participation in the postmodern world and beyond. Furthermore the ability to make 
or be creative with aesthetic materials, and I believe any materials, is the source of 
generic skills which will be invaluable to individuals in vocational, intellectual and 
social relationships. Through making we make ourselves – the process of creative 
making and reflecting causes a change not only in what we create but also in the 
makers themselves and surely this is education for life. (Dillon, 1995: 70) 
 
 
The concept of ‘student as maker’ was described in the 1995 study as a ‘tool for analysis 
for arts curricula’ (Dillon, 1995: 68). The quotation printed above was taken from the 
thesis’s concluding paragraph and outlines its central tenets. 
The primary tenet of the thesis is that experience in music making in a way that is 
meaningful and challenging whilst being ‘relevant and reverent’ to life and community is 
central to understanding the ‘student as maker’. Added to these ‘instrumental aims’ 
(Dewey, 1970) is the essential integration of the development of critical reflective skills 
in relation to experience and a clear process of revisiting fundamental concepts of 
musical knowledge. It is argued that, as a result of this kind of approach to music 
learning, students will gain skills of critical analysis, self-development principles and an 
openness and willingness to participate in music making as a process of lifelong learning. 
 
‘Student as maker’ claims to facilitate outcomes through exposure to broad and deep 
experiences with the ‘spirit’ of musical ‘taste cultures’ (Gans, 1975), which Walker 
(1990) calls a ‘pan-cultural’ approach. These experiences should be representative of 
different cultures, times and places, as well as providing a solid grounding in western 
European art music. Through this experiential process, both within the classroom and 
through an active and conscious participation of arts making within the school as 
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community, ‘student as maker’ seeks a kind of reintegration of art and life. In this 
philosophy, the school is considered to be like a ‘village’ community, a community with 
its own ceremonies, rituals, beliefs, morals and values (Dillon, 2000b). Further, arts has a 
role to play in the unification, expression and formation of that community’s image and 
‘personality’ as well as a significant role in how those things are projected to the wider 
community. The Master’s thesis addressed the question of music curriculum in the 
context of concerns about good education – concerns about student and changed forms of 
society. The thesis discussed a range of educational theorists who take seriously making 
and community as part of educational activity. This selection of literature spans 
philosophy, education, cultural theory, arts and uniquely music and arts education. In the 
section that follows, I would like to discuss each of the concepts put forward above that 
define the ‘student as maker’ and highlight the literature that led to those insights. 
 
Dewey and art as experience 
John Dewey is without a doubt the most significant influence on this thesis. I am 
continually astounded at the robustness of his thought. Within Dewey’s thought lies the 
kernel of ‘student as maker’, the ideas of child and curriculum and school and society 
(Dewey, 1963). From Dewey, the ‘student as maker’ draws several important insights. 
The first is the notion of art as experience (Dewey, 1970). Dewey recognised and defined 
the experiential qualities of arts making as fundamental to its understanding. He 
highlights the duality of the perspectives of artist and product and that ‘the actual work of 
art is what the product does with and in experience’ (Dewey, 1970: 3). This viewpoint 
draws attention to the idea that an artist is engaged with the product directly as maker of 
art, within the process of making an art object and as an active perceiver of art. The artist 
is perceptive about the process and product and dynamically responds to both experience 
and reflection in practice. There is also recognition of the relationship between product 
and perceiver independent of the process of making. Dewey explores these ideas in 
tandem through the concept of experiential learning. In this model, the student’s 
understanding is enhanced through a process of engagement with meaningful arts making 
and reflective activity and through experiences that involve both the roles of perceiver 
and maker. This kind of experienced based activity has also been termed ‘discovery 
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learning’ (Bruner, 1960) and was explored in practice throughout the 1970s in Australian 
education within the so-called Progressive and Radical education movement. These 
approaches to education have their roots in Socratic questionning and critical 
development through such ideas as Rousseau’s Emile (Gardner, 1993: 6). The thesis of 
‘student as maker’ was critical of the practices that surrounded the perceived failure of 
progressive student centred education and its failure to deal with the wider cultural and 
social contexts in which students operate. In that criticism, I also drew attention to the 
lack of attention to the balance between experience and reflection and the modes of 
evaluation of what it was students gained from these activities. 
The ‘student as maker’ utilises experiential and discovery learning as models of critical 
development in approaches to music education. These concepts are developed in more 
recent educational ideas such as ‘constructionism’ (Papert and Harel, 1980; Papert, 1991). 
Papert’s notions of ‘constructionism’ in the teaching of mathematics adds further 
evidence to the ability of such methods to engage students with meaningful and deep 
knowledge through project based learning. These activities have relevance to how 
mathematics and art appear in life. Dewey and Bruner both highlight the importance of 
activities that reflect those that occur in the discipline or domain and their relevance. It is 
suggested that because these activities are ‘present’ and concrete (Gardner, 1993; Papert 
and Harel, 1980), even if the student is capable of Piaget’s formal operations stage of 
abstract reasoning (Mussen, et al 1974: 38-41), learning in this more direct and concrete 
way increases the depth and longevity of the knowledge.  
 
There is universal support amongst music and arts educators for music as an experiential 
activity (Eisner, 1985, 1991; Elliott, 1995; Swanwick, 1981, 1988, 1994; Vulliamy and 
Lee, 1976; Vulliamy and Lee, 1982a; Vulliamy and Lee, 1982b; Walker, 1990). All of 
these theorists advocate an experiential approach to music learning. They focus in some 
way upon critical reflection or listening and advocate that music education should be 
taught in a way that represents how music is made in society. It is the balance of these 
ideas of making and listening and the role and selection of suitable content which form 
the points of argument and discussion amongst these theorists.  
 
The Student as Maker Chapter 2 –Background to the Study 
 27 
The position argued in my earlier thesis is that the content and focus of activity in music 
making should consist of a broad selection of musical styles and periods. These activities 
should reflect popular culture so students may gain a critical perspective on the role of 
music in youth culture. Students also need to have access to experiences that provide 
them with skills which will enable them to be expressive within this culture rather than 
simply being passive consumers. The breadth of these experiences should include 
twentieth century art music and the associated innovations of form and technology. For 
example, a selection of activities would include music from western art music, world 
music and music from other cultures. The selection of materials needs to be based upon 
the ability of those materials to engage students with concepts of musical knowledge, at 
progressively deeper levels of understanding. Pratt’s ‘elements of music’ (Pratt, 1990: 25-
26) are proposed as a checklist or basis for this universal concept of musical knowledge. 
Pratt’s concepts were selected because the definitions are more clearly inclusive of non-
western and twentieth-century musical ideas. Elements such as ‘space’(Pratt, 1990: 25-
26), or where music is in relation to the listener, are increasingly important in listening to 
and composing music especially with electronic music and recording. This element is 
particularly important in acoustic phenomena (Walker, 1996) that involve integration 
with movement and the relative position of participants in relation to sound. Dewey and 
Bruner suggest that revisiting the fundamental concepts of arts, science and humanities at 
progressively deeper levels forms the basis for experiential curriculum. In music learning, 
Swanwick (1981) highlights the activities of composing, performing and audition (his 
term for critical listening) as the basis for music education. 
 
Dewey’s notion of experiential learning has been reinvented to respond to contemporary 
contexts with such ideas as ‘domain projects’ in the arts (Gardner, 1992), 
‘constructionism’ (Papert and Harel, 1980, Papert, 1991) and ‘knowledge by design’ 
(Perkins, 1986). These approaches utilise the same fundamental philosophy of immersion 
in experience and critical reflective activity, which simultaneously reflects community 
life, work and practice in the discipline. It is argued by Gardner that these kinds of 
approaches to teaching method are ‘intelligence fair’ (Gardner, 1993) and more able to 
cater for students’ individual differences. ‘Student as maker’ seeks to draw these notions 
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together as an approach to teaching method and to expand the influence of the 
experiences of music making beyond the classroom to the community of school and the 
wider social context. It is the role of arts in community and the recognition of a school as 
a community that informs the next part of the discussion of ‘student as maker’.  
 
‘Student as maker’ the student–teacher relationship and the 
environment 
The ‘student as maker’ explores the idea that effective communication of music 
experience and knowledge is dependent upon the total school environment, as ‘it is the 
whole environment both social and natural which educates the child’ (D’Cruz and 
Hannah, 1979: 63). Dewey suggested that the schools should be an ‘embryonic 
community life, active with the type of occupations that reflect the life of larger society’ 
(Dewey, 1963: 29). Within the understanding of that idea, we need to examine ‘the 
relationship between student and teacher and the environment, with reference to ‘the 
community as a whole’ (Dillon, 1995: 6). Bruner outlines the necessity of teachers 
‘establishing a systematic and contingent interaction between tutor and learner’ before 
intellectual development can occur (Bruner, 1966: 6). These factors are awakened and 
projected by the teacher’s ‘stance’. For Dewey and Bruner, the teacher is seen as a 
practitioner, someone who is actively engaged in the process of making or exploring art, 
science or humanities. The notion of a particular ‘stance’ or position and relationship 
between student and teacher was explored in Dillon (1995) from the viewpoint of Martin 
Buber’s philosophy of inclusion (1969). It is the idea of inclusion that forms the 
foundation of the student-teacher relationship in ‘student as maker’. Student-centred 
learning conceived in this way involves not just awareness of cognitive processes, 
learning difficulties and approaches of the student but a consciousness and 
acknowledgement of the whole person, and ‘living through’ the student’s experiences. 
Buber describes it as being centered upon an extension of the teacher’s own concreteness 
and a: 
fulfilling of one’s own life situation in such a way that one experiences the complete 
presence of reality which one participates, living through the stand-point of the other 
without forfeiting anything of the felt reality of his or her own activity (Buber, 1969: 
28). 
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Dewey also was quite clear about the role and responsibilities of the teacher;  
to direct growth, to foster the student’s appropriate skills and dispositions, so that the 
pupil will want to go on learning from experience. Increasing their capacity to live 
effectively in their environment, gaining also the capacity to change or reconstruct 
their environment in some measure by their own means. (cited in D’Cruz and 
Hannah, 1979: 131). 
 
‘Student as maker’ argues that, in arts education, the aspects of art that are less amenable 
to understanding in a cognitive sense or in language can be transmitted though the 
teacher’s actions - the teacher’s activity as an artist him or herself.  
In relation to community, the relationship occurs on several levels. Firstly within the 
classroom, a microcosm of activity needs to reflect the kinds of collaborative and social 
interactions and arts making that occurs in life. Music making in the classroom consists 
of a series of long-term activities that revisit concepts and elements of music knowledge 
at progressively deeper levels. This is done through the activity of creating, improvising 
and composing, performance and realisation of products and active analysis, reflection 
and criticism of music product and process. Curriculums from Britain, the United States 
and Australia agree that these kinds of activities are central to music learning (Ministry of 
Education 1988a, 1988b, Curriculum Corporation of Victoria 1991a, 1991b, 1994a, 
1994b; Abbs, 1990; Elliott, 1995; Gardner, 1992; Reimer, 1989; Swanwick, 1981). What 
is more poignant, is the recognition that music learning extends beyond the classroom in 
instrumental studies, bands, orchestras and choirs, formal and informal performance and 
music making at home. I suggest that we need to recognise that classroom music should 
be the nucleus from which all these other activities radiate (Dillon, 1995: 58). 
 
The recognition of the multiple modes of musical engagement extends in two directions. 
Firstly, in the classroom there is a need to simulate musical contexts through imaginative 
immersion in musical cultures. Secondly, an opportunity exists for music to become a 
significant part of the cultural life of a school. This allows for reflection of music making 
as it is in the wider community and a ‘real’ interaction and function for music within the 
school community. There is a need to recognise that conscious and structured reflective 
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activity needs to be part of the process of music learning in both contexts. It is this factor 
and attention to it in the classroom, during and after experiences and as a uniquely 
musical way of thinking about experience that provides an approach that will 
counterbalance the criticism of experiential learning. Self-directed development and 
reflective skills are the generic goals of ‘student as maker’. This is critical not only in the 
reinvention of the process of art as experience but also in the light of living and making 
art in the twenty-first century. In ‘student as maker’, I also argue that these kinds of 
critical skills and arts making experiences are a necessary counterbalance to the negative 
aspects of the post-modern condition (Lyotard, 1984). In the next section, I will briefly 
summarise the generic implications of this approach to arts making and learning, its 
effects upon self-formation and the implications for contemporary curriculum. 
 
The ‘student as maker’ and the post modern condition 
‘Student as maker’ responds to the notion of the post-modern condition in several ways. 
There is not sufficient space here to enter an argument about the existence of a distinct 
post-modern or high modernist era. Rather, I acknowledge that ‘certain conditions exist 
that have significantly altered our way of life and that these conditions need to be 
addressed in education’ (Dillon, 1995: 19). Such factors as the information revolution, 
globalisation, commodification of arts and aestheticisation of life have a profound effect 
upon how we teach and learn. These issues have implications for the development and 
interpretation of curriculum.  
 
Schusterman (1992) discusses a kind of reintegration of art and life and this is apparent 
through a kind of realisation of the idea of a ‘global village’ (McLuhan, 1967). At the 
same time as this kind of reintegration of art with life, we are also redefining it and the 
kinds of relationships we have with the ‘other’ through the proliferation of image 
(Hinkson, 1992). This is done both directly and indirectly through extended forms of the 
social (Dillon, 1995: 20). What is most clear is that the kinds of relationships we have are 
changing. There is a proliferation of ‘non present’ interactions, such as telephone, 
television, radio, film, the internet, video games. The question that arises from this is that 
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if we are formed socially through our interactions with others, then what kind of people 
are being formed in this process?  
 
‘Student as maker’ suggests that through a variety of interactions and experiences with 
music making, which includes globalised content and technological means of 
communication, we are placed in a position of being able to be critical of these forms. It 
is also suggested that, through the kinds of activities advocated, students are grounded in 
relationships of presence in an expressive and different way from that of language, whilst 
also being exposed to these forms of communication and interaction. It is argued that 
these experiences form a counterbalance to the negative effects of the post-modern 
condition. The foundation of this argument is based upon the recognition of the school as 
community and the development of critical multimedia thinking and reflective skills 
through prolonged engagement with arts activity. There is a need here to incorporate 
processes that educate perception through a variety of logics and media of 
communication. These logics should not be constrained by the linearity of 
language/literary traditions of curriculum construction and delivery (de Bono, 1990: 226). 
 
With regard to commodification of arts and aestheticisation of life, it is a fact of life that 
‘the role of arts in commodities is abundant and yet because of its abundance quite 
transparent’ (Dillon, 1995: 26). Every commodity is in some way touched by art. 
‘Student as maker’ deals with this notion by including the functional and pragmatic role 
of arts within the content base of curricula. Music in advertising, film and video becomes 
a source of relevant artistic product for creation and critical analysis. It is used as an 
example of arts in society and as a way of revisiting concepts of music making through 
the production of relevant arts products. Most importantly, the idea of producing such 
music contributes two essential ideas to music education. Firstly, it allows students a 
critical perspective on what might previously have not been analysed and, secondly, it 
helps demystify what is often an abstract process.  
 
When the curriculum is inclusive of a variety of ‘taste cultures’ (Gans, 1975), the idea of 
gaining diversity of experience and a critical perspectives on arts as commodities and the 
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notion of commodification of aesthetic product become active parts of the curriculum and 
learning discourse and make it dynamically responsive to change. These outcomes offer 
ways of responding to important issues within contemporary music curriculum and 
practice.  
Summary and implications 
In summary, in an earlier thesis on ‘student as maker’, I addressed some key issues in 
music curriculum literature and mounted an argument about the relevance of a ‘student as 
maker’ approach, on the one hand, to draw together important ideas about education and 
activity found in a number of powerful education theorists over the course of the 
twentieth century, and on the other hand as a way of addressing some problematics of the 
location of the young person in post-modern culture. I proposed that the central concepts 
of ‘student as maker’ were to develop student appreciation of and experience in a range 
of taste cultures, and that in part this had to be accomplished not cognitively, nor simply 
by student immersion in activity, but by the example of teacher as artist. 
 
The justifications for this approach which were argued more fully in that thesis were: 
 
‘Student as maker’: 
1) facilitates deeper, more easily assimilated and transferable  learning whilst 
promoting higher levels of retention of knowledge; 
2) is ‘intelligence fair’ and allows students of all intelligences (Gardner, 
1993) and learning styles to learn easily. That is, it does not favour those 
who are logical/sequential and language based over those with other 
learning styles; 
3) teaches a process of lateral thinking, gives experience with making and 
reflecting and being creative with aesthetic materials; 
4 ) utilises multiple logic rather than being based upon text alone - ‘student as 
maker’’ is fundamentally structured on image, text and experience and the 
interplay between these modes of communication and thought in action 
and reflection; 
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5) utilises the social context in a relevant and reverent community based 
approach and uses collaborative activity as well as individual effort to 
reach a shared and valued aesthetic goal; 
6) gives grounding in human activity, and is about human endeavour of 
individuals, groups and exemplars of excellence in human work. This 
functions as a counterbalance to the increasing profusion of non-‘present’ 
relationships, which abstract us from the social, and human; 
7) provides experiences with making and reflecting upon the art of self-peers-
teachers-local community-specific culture-and other cultures from past and 
present contexts; 
8) experiences self in action–self in perception about action–self as critic of 
other work which leads to developing aesthetic understanding, and 
educating perception; 
9) provides education as a generic tool for criticism of artistic product as it 
appears in commodities or as a means of marketing commodities; 
10) provides an interactive multimedia environment where thought, action and 
reflection are expressed in a multiple mode of communication rather than 
just textually; 
11) includes popular culture and pan-cultural elements to give overall breadth 
thus signifying the fundamental aesthetic need in all humanity and creates 
openness to the new and unfamiliar; 
12) uses technology in an aesthetic application and demystifies the making 
process which may be obscured by high technology.  
(Refer Appendix A for a copy of this extract from the thesis - Dillon, 1995.) 
 
In relation to social formation of individuals as a goal of education, I proposed that the 
goals of ‘student as maker’’ contribute to the aesthetic development of a student in the 
following ways: 
1) Expressive: Through making and reflecting, students learn to be expressive 
about themselves and their culture. 
 
The Student as Maker Chapter 2 –Background to the Study 
 34 
2) Creative: Through making and reflecting and developing the ‘micro 
aesthetic’ ‘flow’ state (Csikszentmihalyi, 1994) into artistic or aesthetic 
products the students learn to be creative with materials and may be able to 
facilitate a transfer of these skills to other idioms. 
. 
3) Perceptive: The student learns to be perceptive about art and grows in their 
ability to enter into dialogue about art, understanding progressively the 
vocabulary of words, ideologies and concepts, which refer to art through a 
continuous process of making and reflecting. Revisits fundamental 
concepts at progressively deeper levels. 
 
4) Critical/ reflective: The student learns through making, reflecting and 
perceptive activity to be critical and develop skills of criticism in art and 
about artistic product as it is represented in life.  
 
5) Social: Through interaction with making in groups/ensembles, and 
reflecting and perceiving, students learn structured and appropriate 
methods of questionning, criticism and communication which are directed 
towards a common and intrinsically satisfying goal. 
 
6) Communicative: Through the processes of group creativity and reflective 
forum – verbal, demonstrative and written – students gain structures and 
encouragement about a variety of complex reflective tasks, developing 
understanding and using ideas and words for communication with others 
about art and its representation in culture. 
 
7) Adaptability and receptiveness to change: ‘Student as maker’ provides an 
approach which is open to difference, accepting of variance with our own 
culture or time and able to be analytical and critical from a fundamental 
musically elemental perspective, as well as able to identify the culturally 
selected factors which create the differences.  
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(Refer Appendix B for a copy of this extract from the thesis - Dillon, 1995) 
 
These ideals or areas of social formation are important because they seek to address the 
aspects of the post-modern condition that have an effect upon self-formation and social 
life. I call these experiences ‘aesthetic grounding’, which suggests that the activities and 
associated reflective practice are those which ground students in present relationships 
with others and develop and increase the store of social capital within a community (Cox, 
1997). They are able to contribute both to self-development and self and community. I 
have argued that the ability to be critical, reflective, and perceptive is an essential skill 
that counteracts the advance of homogenised meaning. The ability to be creative and to 
use lateral thinking skills becomes a mandatory vocational and life skill for survival in 
our society. Realisation of humanity’s needs to be expressive, and communicate through 
all media: verbal, written visual and aural. This is of paramount concern both socially and 
vocationally. I would suggest that it is essential in aesthetic education for us to learn in 
these kinds of ways and with these kinds of foci.  
 
Conclusion 
I have described the ‘student as maker’ as a tool for analysis in my Master of Education 
thesis. What resulted was a set of pointers drawn from literature that suggested that the 
adoption of a particular approach to curriculum and practice would lead to the outcomes 
listed above. I have argued that students who experience this approach might gain a 
particular kind of social formation as an outcome that is more responsive to contemporary 
conditions and needs. Put simply, the ‘student as maker’ seeks to reinterpret the Deweyan 
approach to experiential learning in a way that enables students to respond to arts 
education in the twenty-first century in a way that would enhance their understanding and 
provide experience and tools for critical analysis that are relevant to twenty first century 
constructions of how music is perceived and interpreted. The model outlined above was 
used in the design of curriculum, philosophy and practice at the case study school. The 
ways in which these ideas were ‘worked out’ in this context form the basis of the 
empirical study. This present thesis is intended as an expansion, empirical investigation 
and further conceptual elaboration of the ideas of my Master’s thesis. The next chapter 
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will take up some further issues from the literature about music education that are 
relevant to models for music curriculum. Following that a number of chapters will 
explore practices, perceptions and meanings of students and teachers involved in music at 
the case study site. 
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CHAPTER 3 
THE STUDENT AS MAKER: A REVIEW OF RELEVANT 
LITERATURE 
Introduction 
Many theorists have attempted to analyse what is meaningful in music. The most 
influential upon our curriculums in Australia has focused upon music as symbolic form 
and as an aesthetic and artistic way of knowing. (Eisner, 1985; Langer, 1953; Reimer, 
1989). These perspectives are particularly important because they have provided 
philosophical bases for curriculum in music education in Australia, Britain and the United 
States for much of the last thirty years. Criticism of these ‘aesthetic form’ theories focus 
upon whether the nineteenth century western European notion of what constitutes 
‘aesthetic product’ is appropriate in a rapidly globalised and multicultural society (Elliott, 
1995; Walker, 1990, 1996). The emphasis upon the art object and process, rather than the 
perceiver’s experience of meaning, is also an area of criticism. Criticisms like these have 
led other theorists to seek a context-inclusive approach and to examine the cultural 
construction of what is meaningful in music (Small, 1977). Exponents of the context 
inclusive approach highlight the importance of music as an experience, a process of 
‘making’ or ‘musicing’ (Elliott, 1995) and the relationship of music to its socio-cultural 
context. The argument between the context-inclusive theorists and those who argue for 
music education as aesthetic education (MEAE) are grounded in theoretical and 
philosophical discussion of meaning. What I mean by this distinction is that some 
theorists focus mainly upon music as an object or product and its analysis and 
reproduction, whilst others consider that music is made within a distinct cultural context. 
For the purpose of this enquiry, we also need to consider these theories’ positions in 
relation to music in a school context. In this regard, Swanwick has developed a theory of 
music education practice in which music education is considered a discourse that allows 
the growth of knowledge about music (Swanwick, 1994: 174). In relation to the teaching 
and learning encounter he suggests that ‘something of the meaning of music can be 
taught or at least “caught” from others’ (1994: 2).  
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In this review of literature, I will seek to integrate the significant ideas drawn from these 
perspectives and critically examine what they have to contribute to the clarification and 
understanding of the research questions. The theorists I have selected are central to our 
understanding of music education. I will summarise each perspective according to its 
views on meaning in music and consider the implications of these perspectives for the 
student in a school context. In this review, I will argue that an understanding of the 
meaning of music can be gained by analysis that seeks to distil the perspectives presented 
here, isolating their strengths. I propose that the emphasis of each theorist provide critical 
development for an understanding of the meaning of music and the implications for 
teaching and learning music.  
 
Music education as aesthetic education 
Reimer explored the meaning of music in A Philosophy of Music Education (Reimer, 
1989)), and in the Nature of Musical Experience (Reimer and Wright, 1992). A broader 
arts education discussion of meaning and art can be found in ‘What knowledge is of most 
worth in the arts’ (in Reimer and Smith, 1992). Within all of these philosophical 
investigations of arts knowledge, Reimer closely links his discussion of meaning with the 
role of music education, the music educator and implications for curriculum and teaching. 
In this analysis I will briefly outline Reimer’s description of meaning in music and 
critically discuss the implications of his philosophy for teaching and learning in a school 
context. 
 
What does art mean? 
Reimer begins his discussion of the question: What does art mean? by examining three 
broad philosophical perspectives: Referentialism, Absolute Formalism and Absolute 
Expressionism. He utilises these positions to highlight the varied emphases upon art as it 
refers to and communicates its content. This perspective is provided in opposition to the 
position in which the meaning of art is considered as integral to the work itself and the 
notion that art can do both of these (Reimer, 1989). These positions suggest that art is 
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meaningful to humans as an experience and that art as an object is meaningful. The 
cornerstone of Reimer’s philosophy of music education and meaning revolves around the 
idea that: Music is a way to know the world - to create and share meaning in the world - 
and to function effectively in this mode of cognition, one’s musical intelligence must be 
developed’ (Reimer, 1989). To support his argument that music thinking is a ‘way in 
which cognition is manifested in human experience’ (Reimer, 1989), Reimer refers to 
Gardner’s theory of multiple intelligences (Gardner, 1993), which proposes a distinct 
‘musical intelligence. Reimer argues that ‘arts knowing’ is symbolic form and a major 
domain of intelligence and that it can be systematically be developed through education. 
The role of teachers is to provide access to meaning for students who produce art and 
experience the work of others. (Reimer, 1989: 76). This aspect of his thesis is reminiscent 
of Dewey in Art as Experience when he suggests that ‘the actual product of art is both in 
and with experience’ (Dewey, 1989). 
 
In relation to what it is about music that is meaningful, Reimer and Wright’s study of the 
nature of musical experience concludes that: 
While authors offer various explanations as to what constitutes musical meaning, 
there seems to be a general consensus that the intrinsic qualities of a piece of music 
(its dynamic relationships) account for its meaningfulness. (Reimer and Wright, 
1992: 213) 
 
In this thesis I would define this quality as a natural attraction or engagement with music 
making. A playfulness with sound materials which may be a universal human quality but 
it becomes culturally constructed when a culture imposes or shares its values for 
particular ways of being playful or constructive with sound upon individuals within the 
culture. 
 
Reimer proposes that ‘aesthetic meaning’, as a distinctly artistic way of knowing, should 
be sought in all ‘teaching-learning interactions with arts’ (Reimer and Wright, 1992). He 
asserts that art should be approached: 
(1) as an expressive form, (2) that is capable of yielding an  
experience of subjectivity, (3) embodied in its intrinsic ,immanent feelings, (4) that 
will be open to a variety of possible ways of feeling,  
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(5) but will always be caused by the particular concrete events as a sharing of their 
expressiveness, (6) that are apprehended directly and immediately from those events 
as a sharing of their expressiveness,  
(7) through the presentational form, (8) that is the bearer of  
“meaning of” the inner human feelings of human life as lived  
and experienced. (Reimer, 1989: 93 ). 
  
The purpose of aesthetic education is to ‘help people share in the meaning of the aesthetic 
forms’ (Reimer, 1989). For this to occur, Reimer suggests that music needs to be 
‘genuinely expressive’ as aesthetic education. He advocates that ‘the experience of music 
is the be-all and end-all of music education’ (Reimer, 1989). Reimer argues that music 
study should concentrate on those qualities of sound, which make them expressive. The 
music educator in this process needs to employ language and techniques that are true to 
the nature of music as an expressive form (Reimer, 1989). Reimer focuses on both the 
inherent qualities of the music object and the intrinsic nature of the experience. Intrinsic 
is described as its dynamic relationships which account for its meaningfulness. (Reimer 
and Wright, 1992: 213) Criticism of Reimer’s attention to the expressive qualities of the 
music, and gaining an understanding of those qualities through direct experience with 
them, is perceived as over-emphasis upon music as an object. In the next section, I will 
examine criticism of Reimer’s portrayal of music meaning.  
  
There are two major criticisms of this description of musical meaning. The first is that 
Reimer’s focus is upon the art object (Elliott, 1995). Secondly, he places undue emphasis 
upon the listening experience (Elliott, 1995), rather than the productive and creative 
experience. Koopman argues in support of Reimer when he suggests that both of these 
criticisms are incorrect, as Reimer is clearly concerned with both the musical experience 
and the object but his emphasis is upon the expressive qualities (Koopman, 1998). What 
is less clear in Reimer’s discussion is the role of extra aesthetic content, the music- 
making experience itself and social cultural context in which the music is made (Reimer 
and Wright, 1992). Reimer’s position on these issues is that ‘the principle of aesthetic 
meaning requires going beyond content and function to that which adds to them’ 
(Reimer, 1992: 35). He argues that it is not that the context and content are not influential 
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in the forming of and ‘knowing’ the work and the experience but rather that the 
expressive qualities should be the focus.  
 
The role of social context, content and the emphasis upon expressiveness has been the 
fundamental premise for criticism of Reimer’s philosophy in recent times. It has been 
suggested that his philosophy emphasises aesthetic form rather than form and experience. 
I would argue that, rather than being absent from the philosophy, these aspects are in 
need of critical development. Reimer acknowledges that the perspective of meaning that 
he presents has been arrived at from a predominantly western - European art-music 
viewpoint and a particular time in history (Reimer and Wright, 1992). The idea that the 
philosophy has been focused exclusively upon Western Art music context of music 
education rather than a more multi cultural perspective forms the basis of further criticism 
of his philosophy.  
 
The notion of music education as aesthetic education has been challenged by David 
Elliott, who presents a new philosophy of music education that focuses upon music as 
practice in Music Matters (Elliott, 1995). He argues that Reimer’s conception of aesthetic 
knowing is based upon a flawed argument about what the term ‘aesthetic’ means. In the 
next part of this discussion of literature, I will outline what Elliott has contributed to the 
understanding of the phenomenon of music and meaning. I will briefly discuss further his 
criticisms of Reimer’s philosophy and seek to integrate Reimer’s aesthetic position with 
Elliott’s focus upon practice, drawing from critical discussions of their positions. 
 
Music Matters 
Elliott’s main criticism of Reimer’s philosophy is that there is an undue focus upon the 
musical work. Elliott argues that an understanding of the ‘nature and value’ of the 
musical work cannot be found without reference to its context and the experience. Whilst 
the emphasis upon the expressive qualities of music is strongly advocated by Reimer, he 
also suggests quite clearly that the experience is the ‘be-all and end-all of music 
education’ (Reimer, 1989). He refers to both the aesthetic experience of the listener and 
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the direct experience of the arts (Reimer and Smith, 1992). Regardless of this position the 
perceived emphasis upon music as an object and his failure to develop the process of 
music making has largely been interpreted as a focus on listening as a prime activity for 
music education. Elliott’s own focus is upon the ‘praxial’ (Elliott, 1995), or the practice 
of music making. He emphasises this point when he uses the terms ‘musicing’ as a 
description of the act of making–music and ‘musicer’ as a term that defines the maker of 
music. Elliott is proposing a relativistic position that acknowledges the ‘system’ of music, 
maker, activity and context. He also attributes similar characteristics to listener, ‘listening 
for’ and ‘listenables’. Elliott’s description of his position is reminiscent of Dewey’s 
concept of the mutuality of experience and reflection (Dewey, 1989). Elliott employs 
Schon’s notions of reflection on and in action (Schon, 1987,1984) to develop an approach 
to critical listening and reflective practice in music learning. He proposes that the 
meaning of music is tied up within the idea that music experience is a resource for self-
growth, a way of engaging with self-knowledge and an intrinsically enjoyable activity. In 
this regard, Elliott draws upon Csikszentmihalyi’s notion of ‘flow’ (Csikszentmihalyi, 
1996) and the idea that the ‘challenge’ of experience contributes to optimal experience 
and greater complexity of consciousness. Elliott’s theory places an emphasis upon 
practice and in particular performance. Listening is viewed as an activity that is integral 
to the making of music during and after the experience whilst also being considered part 
of the reflective analytical experience of music.  
 
In support of Reimer’s position Koopman (1998), raises several important criticisms of 
Elliott’s assertions about Reimer’s notion of aesthetic education. Firstly, he treats the 
view of aesthetics as ‘one coherent body, which has remained largely intact since the 
eighteenth century’ (Elliott, 1995). He argues that the view of music solely as an object is 
only apparent in Langer’s philosophy and not part of the significant works of John 
Dewey, Louis Arnaud Reid or Monroe C. Beardsley that contribute much to Reimer’s 
philosophy (Koopman, 1998). The last two of these theorists are discussed in The Nature 
of Musical Experience, whilst Art as Experience clearly proposes the duality of the 
positions of art object and arts experience. Koopman is also critical of Elliott’s 
appropriation of Csikszentmihalyi’s concept of ‘flow’ to describe the nature of musical 
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experience. He suggests that the concept is less specific to music and tends to equate 
challenge with the pure enjoyment aspects of music (Koopman, 1998). Elliott refers to 
the sense of engagement, which facilitates the flow experience, adds to the complexity of 
consciousness and contributes to the idea that the ‘maker’ gains meaning from this 
process, regardless of the activity. What is important about Koopman’s criticism is that 
he highlights Reimer’s distinctively musical experience in aesthetic knowing. Koopman 
oversimplifies his analysis of Csiksezentmihalyi’s concept of flow as being about 
challenge in a technical sense rather than the totality of concentration and focus that could 
be equally and sometimes simultaneously intuitive and analytical. Csikszentmihalyi’s 
argument is about the complexity of consciousness gained through engagement in a ‘flow 
activity’ of which music is one part. (Csikszentmihalyi, 1994). 
 
One of the difficulties in any discussion of meaning in music is the ephemeral or 
sensuous quality of music that makes its precise meaning unknowable in a literary sense. 
What I mean by this is that text alone fails to capture the essence of artistic knowledge or 
the ephemeral qualities of arts making. This quality of music as a way of aesthetic 
knowing offers an alternative to the symbolic form of language as a way of knowing and 
experiencing meaning. Reimer’s discussion of it highlights, as Koopman points out, the 
special experience that underlies all music activity (Koopman, 1998). Elliott offers a 
‘praxial’ dimension of that activity. In relation to the criticism of aesthetic knowing as an 
objectification of music, Koopman points out that it is only Langer’s philosophy that does 
this. He argues that, even without this philosophical position, aesthetic knowing remains 
a robust argument (Koopman, 1998). 
 
The notion of music as a unique way of knowing and as a symbolic form is useful in our 
understanding of musical meaning if we consider that part of that knowing is gained from 
the unique experience of music making through performance. This gives an insight into 
the importance of experiences in music making in schools. Attention to the notion of 
knowing ‘through action’ and ‘in action’ is a basic assertion of Dewey’s discussion in Art 
as Experience (Dewey, 1989). Dewey’s notion of art as an experience or ‘making’ 
activity recognises the multiple modes of engagement with art. In his philosophy, the 
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maker is an active constructor and perceiver of meaning. There is a recognition of the 
effect of the socio-cultural context on the meaning of the art object, the perceiver and 
maker in this analysis. Dewey’s argument underpins criticism of the isolation of these 
positions in practice and philosophical discussion. Experiential learning methods also 
represent what is considered effective learning in schools. What is important about 
Elliott’s argument is that he contributes critical development of this concept through 
attention to the practice and process of music making and the role of context. 
Globalisation is one of the major issues facing music curriculum and practice in the 
twenty-first century. Both Reimer and Elliott are socially constructing their theories from 
within distinctively American contexts and neither is readily transferable to other 
contexts without taking this into account. The need to include music experience and 
content that is drawn from a variety of cultures and periods, is a controversial issue in 
music education curricula and practice. There has been considerable discussion about the 
inclusion of popular music within school music curricula. (Murdock, 1973; Sarah, 
1978a,1978 b, 1978c; Swanwick, 1984a, b; Vulliamy, 1981; Vulliamy and Lee, 1976; 
Vulliamy and Lee, 1982a, 1982b; Vulliamy and Shepherd, 1984; Vulliamy and Shepherd, 
1985). Many contemporary curriculum documents contain a philosophical stance that 
suggests music education needs to be inclusive of a variety of experiences in a culturally 
diverse way. The criteria for selection of content and process for musical experiences 
should be based upon the contribution that the music/experience offers in developing the 
student’s musical knowledge and understanding (1988, 1994a, 1994b, Abbs, 1990, 
Agardy, 1985). This argument is supported by Reimer who suggests that ‘every act of 
music experience expands our inner world’ (Reimer, 1991). Reimer argues that while all 
music is embedded in culture – something of the meaning of music is contained within 
the shared qualities of music for all (Reimer and Wright, 1992). He suggests that the 
benefit of an encounter with music from other cultures is that:  
We come to a deeper understanding of others - especially foreign others - we come to 
a deeper understanding of our selves as individuals and ourselves as relative to other 
systems of being we can experience meaningfully. (Reimer and Wright, 1992) 
 
In principle this idea complies with Reimer’s notion of attention to the expressive 
qualities of music and music experience. Those who are critical of this position point out 
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that this still implies a kind of European art music dominance and a focus upon music as 
an object(Elliott, 1995; Small, 1977; Walker, 1990, 1996).  
 
Elliott’s examination of the issue of multicultural music curricula describes six 
categories: Assimilationist, Amalgamationist, Open-society, Insular multiculturalism, 
Modified multicultural and Dynamic multicultural (Elliott, 1995: 291-4). These 
categories vary in the position and role of multicultural music in relation to relevance, 
preservation of cultural heritage and the lens upon music of the predominant culture and 
the foreign culture. Elliott’s preferred perspective is described as drawing from Dewey’s 
(1963) notion of ‘great communities’ and Pratte’s (1979) ‘communities of interest’. The 
idea of dynamic multi-culturalism, notably has similar outcomes to Reimer’s concept of 
self-formative experiences; ‘self understanding through other-understanding’ (Elliott, 
1995). What is important about Elliott’s perspective is the critical development of the 
idea, which identifies the categories as they might apply to practice. He further suggests 
that in order to gain understanding of the influence of physical and social context, 
practice needs to include simulations and experiences that capture the spirit of the context 
being studied. Here Elliott offers actual approaches to practice, not just a philosophical 
stance. If we combine the perspectives of Reimer’s philosophical position and Elliott’s 
attention to practice, there is an overlap evident and each focus is developed.  
 
What is not clear within these discussions of the role of context is the notion that a school 
is itself a community and has a contextual influence on the music that is made. The 
variety of contexts for music learning is also not clearly distinguished in these 
discussions. The idea that music might be learnt in the instrumental studio, the classroom, 
the band, ensemble or orchestra, informally at home or with friends, by attending 
concerts, by performing is not really made clear. Certainly all of these are music 
experiences but the role and influence of the teacher and school in each of these 
encounters are not defined. Dewey suggests that, to gain the benefit of the school as a 
community, we need to; 
make each one of our schools an embryonic community life, active with types of 
occupations that reflect the life of the larger society and permeate throughout with 
the spirit of art, history, and science. When the school introduces and trains each 
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child of society into membership within such a community, saturating him with the 
spirit of service, and providing him with the spirit of service, and providing him with 
the instruments of effective self-direction, we shall have the deepest and best 
guaranty [sic] of a larger society which is worthy, lovely and harmonious. 
(Dewey, 1963: 29) 
 
From this perspective of the school as a community that models social life and 
influences social formation through experiences within this community comes a 
more committed understanding of the school as a physical and social context. What 
Elliott calls ‘communities of interest’ (Elliott, 1995) which can be described as 
people united by a shared interest in music making. This idea has similarities to 
what Swanwick describes as ‘music education as a discourse’ (Swanwick, 1994). 
Nattiez (1990) also discusses the notion of musical discourse. The implication is 
that the educative community is instrumental in initiating the participants into a 
deeper understanding, and a greater level of participation and access to music 
experience. Reimer (1989) calls this aesthetic education, Gardner (1992)‘education 
of perception’ and Csikzentmihalyi (1994)‘flow’ – which he describes as having an 
effect upon moving towards greater complexity of consciousness. What these 
writers are suggesting is that music experience has the capacity to influence human 
development. This influence can be described as initiation into deeper 
understanding through participation in a kind of cultural journey that I use 
throughout this thesis and refer to using the term discourse.  
 
The importance of context 
In contrast to these philosophical arguments, Walker argues that there is no universal 
philosophy of music education and that ‘humans operate in specific socio-cultural 
systems of which music is only a part’ (Walker, 1990). He proposes that the concepts of 
‘music’ and ‘aesthetics’ are bound up in western culture and language. The problem with 
music education as aesthetic education is not its logic but its efficacy and relevance to 
contemporary life (Walker, 1990). The lack of specificity in musical connections about an 
aesthetic response leaves us with nothing to teach about music whilst music education 
lacking in ‘cultural embedding’ leaves students with nothing to learn about themselves 
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and others (Walker, 1990). Walker adds considerable fuel to the argument that aesthetics 
is itself culturally embedded and that the concern for music education is about how we 
structure a response to music experience that gives access to personal and cultural 
meaning. These ideas, he suggests, need to be culturally plural rather than specific and 
colonial. He maintains that the meanings are never value neutral but emanate from socio-
cultural roots (Walker, 1990). Walker defines plurality in cross-cultural practice as: 
accepting sound from a culture other than our own as a cultural expression of a 
culture other than our own, not necessarily as music but as cultural expressions 
which only have significance in the special terms of their cultural embeddings’ 
(Walker, 1990) 
 
This poses several problems for music education, the first of which being whether 
the term ‘music’ might be reserved for western musical culture whilst other forms 
of sound in culture should be part of some other study. Walker proposes that we 
‘recognise all as socio-cultural acoustic phenomena’. In this way, he suggests that 
music, as a nineteenth century European concept, can be included pluralistically 
with other acoustic phenomena that represent other cultures. Walker further 
argues the need to accept these forms as ‘rooted in culture and uniquely reflective 
and expressive of the culture’ (Walker, 1990).  
 
Walker’s suggested new praxis involve the following tenets: 
1) Revise the content of music education to be in line with the actual 
activities and theoretical motivations of 20th century musicians.  
He argues that content in music education lacks representation of content from the 
20
th
 century from composers of contemporary art music as well as popular music 
and jazz. He proposes that we should highlight composers who have included 
non-western acoustic phenomena in their work. The approach he suggests was 
drawn from the work of such music educators as Self, Paynter, Aston and Dennis 
(Walker, 1996). 
2)  Make greater use of digital technology (Walker, 1990). 
The digital technology he suggests places us in a position ‘to make leaps over 
several generations of music curriculum stagnation’ (Walker, 1990).  
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In a further description of curriculum, Walker argues that music education needs 
to make music relevant to what musicians are actually doing - representative of 
music practice to now be meaningful to children today  
A new music pedagogy for all students rooted in the 20th century and leading to 
other times, places and cultures, utilising digital technology in the forms of acoustic 
synthesis, sequencing CD Rom and on line access to the vast store of examples and 
information available world wide, is I suggest the only way forward. (Walker, 1990) 
 
Walker supports the notion that access to making expressive ‘socio-cultural 
acoustic phenomena’ through culturally embedded experience allows us to 
encounter something of the meaning of the cultural source. He further suggests 
that we need to create new expressive phenomena and to replicate the way in 
which people make music in the twenty-first century. Walker does not suggest 
that this implies throwing away the traditional cultural knowledge of the 
nineteenth century aesthetic but rather involves broadening experiences to create 
music that is inclusive of a variety of cultures and times (Walker, 1996). Walker 
suggests that we do not need a universal philosophy of music education at all, but 
a theory that is dynamic and representative of music making today (Walker, 
1996). 
 
Criticism of Walker’s position comes ostensibly from two sources. The first is that his 
view of music or ‘socio-cultural acoustic phenomenon’ as being completely rooted in 
culture denies the autonomous nature of music that allows it to transcend the time and 
culture of origin (Swanwick, 1996). This statement from Swanwick refers to music as a 
product that is able to move in time and space as it is appropriated and reinterpreted by 
individuals in different times and spaces. In some sense the origin of the culture that 
generated this music is indelibly ‘stamped’ on it but in another there is no guarantee that 
the receiver or the new user of the musical product will gain any of the original meaning. 
It is more likely that the act of appropriation and reinterpretation confers new meaning on 
the product. Walker’s own proposition that music education content needs to attend to 
composers who are influenced by multicultural music is an acknowledgement of this 
The Student as Maker Chapter 3 – A Review of Literature 
 49 
cultural transcendence. It suggests that all music is reinterpreted in fresh contexts each 
time it is performed. Each time a piece of music is recreated, the meaning is changed in 
relation to the context of the performance and indeed the performer. I would draw 
attention to the idea that a school is a different context even to the culture of which it is a 
part. Secondly, Swanwick suggests that Walker’s position does not take into account ‘the 
symbolic and transactional nature of a continually evolving discourse, for music is a form 
of discourse, part of a network of human ‘conversations’ where meanings and positions 
are presented, negotiated and refined’ (Swanwick, 1996).  
In this analysis, Swanwick draws upon Reimer’s notion of symbolic forms and extends it 
to being inclusive of the relationship of the activity of music making, music and context. 
 
 In relation to Walker’s raising of the issue of the way ‘digital technology’ as being 
important in music education, Swanwick suggests that in British schools this kind of 
activity is becoming relatively common. In Australia I note similar development in the 
use of digital technology but suggest that it seems to occur without any developed theory 
of modes of interaction. The examination of how digital technology is being used in 
professional practice and the application of this in schools is still largely undeveloped 
(Brown, 2000, Dillon, 2000). Replication in school music making of how digital 
technology is used in professional practice is difficult without this knowledge. The 
efficacy and relevance to contemporary life of music is yet to be adequately researched in 
life itself, let alone in a way that is appropriate to school education. Nevertheless, Walker 
draws our attention to context and the issues of globalisation and multiculturalism and his 
criticism of appropriate content and processes that reflect practice provides an important 
frame through which music in education may be examined. 
 
Drawing them all together 
At this point, I would like to draw the reader’s attention to the idea that each of the 
authors presented here represents a particular emphasis upon a music activity. Reimer’s 
emphasis is listening and music as an autonomous object, Elliott’s the praxis of 
performance and reflection and Walker’s the influence of context. Finally the British 
theorists highlight the role of composition, creative music making and improvisation. 
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None of these authors ignores the other music activities but there is a critical 
misconception that one activity might be emphasised to the detriment of the others. In 
terms of critical development of music education, it is useful to draw upon the strengths 
of each to construct an approach to music education. By identifying each part of the 
system of music education and attending to theorists that have developed these parts, we 
will gain a better understanding of the role of each activity and move closer to identifying 
the meanings. Csikszentmihalyi discusses this kind of discussion about parts of a system 
and the ways in which those parts interact in relation to meaning. 
 
Where is music meaning? 
The first question asked by Csikszentmihalyi in his research of ‘creativity’ was not what 
creativity is, but where it is located (Csikszentmihalyi, 1996). He proposed that layers of 
meaning could only be revealed through an examination of the interaction of individual, 
field and domain as a system. Similarly, in this study of the meaning of music, we are 
bound by these tenets, which help identify the meaning through its location in a system. It 
is beneficial to examine the parts of the system individually. However, Csikszentmihalyi 
argues that any analysis of meaning should refer ultimately to its location and the system 
of which it is a part (Csikszentmihalyi, 1996). He proposes that there are four areas of 
meaning: the first is related to the ‘needs of the organism’ whilst the other three are 
termed ‘self-interest’, community/family and what he calls ‘reflective individualism’. 
This last location is described as an encounter in which the individual forges a unity with 
universal values (Csikszentmihalyi, 1996). It is important to notice here that meaning is 
described and defined in relation to the interaction between individual, field and domain. 
What Csikszentmihalyi proposes is a need to examine all factors in consort with context. 
The stages he describes do not reflect what will happen so much as what can happen if 
the individual succeeds in controlling consciousness (Csikszentmihalyi, 1996). This 
notion of controlling consciousness also involves a process of reformulation ‘every time 
the cultural context changes’ (Csikszentmihalyi, 1994). Csikszentmihayi is referring 
directly to the kinds of human engagements that produce what he calls ‘optimal 
experience’ or happiness. He frequently refers to music as being one of these kinds of 
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human experiences (Csikszentmihalyi, 1994). What is important to note here is that the 
meaning gained from music experience is potentially located in a number of layers of 
meaning. We need now to discuss theorists consider this system. 
 
Up until now, the discussion has been largely philosophical and has evolved from the 
individual’s response or activity, the inherent qualities of music as an object or music as 
it relates to culture. The isolation of the different locations of meaning in the discussion 
has provided a view of each aspect of the phenomenon. We now need to focus upon how 
each of these perspectives can be usefully combined. In this thesis, I will examine the 
meaning of music to a student. The discussions of meaning by Reimer, Elliott and Walker 
do not involve the idea of to whom the music is meaningful. Nor have they considered 
the context of school as a community in itself and as a reflection of larger cultural 
context. The meaning of music does not lie wholly in any one of these positions but in the 
complex interaction of all of these - within a discourse (Swanwick, 1996). 
 
Music education as a discourse 
Swanwick’s perspective seeks to integrate the whole system of meanings and encounters 
that are part of music. He positions the evolution of the process of music experience 
within the ‘learner’s journey’ – the response that an individual experiences in each of 
these locations is unified by the individual in action and context. He suggests that neither 
Elliott nor Reimer seems to base their arguments ‘on any systematic study of how people 
actually make and respond to music, let alone teach it’ (Swanwick, 1999). Rather, 
Swanwick proposes an approach to music learning that is inclusive of people, place and 
process.  
 
 Here in Australia, Swanwick’s book A Basis for Music Education (Swanwick, 1981) has 
influenced both curriculum design and teaching practice. His CLASP, mnemonic stands as 
an important metaphor for the centrality of the purely musical experiences of Composing, 
Audition/listening and Performance in music activity and the supporting and enabling 
functions of Literature and Skills (Swanwick, 1981). The activities of composition, 
listening and performance are outlined by Reimer, but it is Swanwick’s discussion of the 
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importance of defining a particular kind of engaged listening which he terms ‘audition’ 
that distinguishes his argument. For Reimer, what is paramount in music education is an 
attention to the expressive qualities of music. Swanwick develops this idea with greater 
reference to practice. His delineation of the role of these particular activities of making 
music and the supporting and enabling functions of literature studies and skill acquisition 
is also very important to consider in relation to teaching and learning. He argues that it is 
the ‘musical’ activities of composing, performing and listening/audition that are intrinsic, 
not the technical aspects of skill or the historical aspects of literature. Literature and Skills 
are described as giving value to the meaning but they are not in themselves intrinsic 
activities. Nor are the skills involved in these kinds of activity distinctly musical skills – 
for example, history of music involves historical analytical skills rather than those which 
might be uniquely associated with music such as composition. What Swanwick is 
advocating is that teaching music should involve attention to the making activities of 
music such as Composing, Performing and Listening/Audition. This idea of attention to 
these activities which are by their nature are potentially engaging qualities of music 
experience has been largely agreed by theorists but it has only been assumed that the same 
applies to children’s responses. Aronoff had the following to say in reference to teaching 
music and early childhood music experience: ‘The challenge to early childhood music 
education is well defined: it must maintain and develop the child’s natural responses to 
esthetic[sic] values.’ (Aronoff, 1969) In this respect Aranoff suggests similarly that the 
engaging qualities of music making may be used to build upon the child’s natural 
playfulness. Music activity as suggested by Swanwick suggest structures in which a child 
might be engaged with music making and be engaged with this process. Learning in this 
respect builds upon this ‘natural’ process. 
 
Swanwick clearly articulates that the focus of music education should be upon the 
‘making’ activities. In this respect, he is amplifying and clarifying Reimer’s assertion that 
we should attend to the expressive qualities of music. Swanwick’s focus upon these 
making and reflective activities of composing performing and critical listening/audition 
reflects his approach to teaching children. The role of literature, theory, musicology and 
skill development is one that is supporting and enabling rather than distinctly musical and 
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intrinsic. By making a distinction between the distinctly musical learning activities and 
analytical and skill-oriented experiences, Swanwick defines the nature of music 
experience. He outlines the relationship between the experiences, Then he divides these 
experiences into the intrinsic (engaging) and intuitive qualities of music knowing and 
thinking and the skill-related or analytical experience. 
 
Swanwick considers that attention needs to be placed upon what he calls a ‘dialectic 
tension’ between the analytical and intuitive aspects of music (Swanwick, 1994). The 
notion of the intuitive, personal or acquaintance knowledge ( Swanwick 1994:26) is 
based upon Croce’s hierarchy of knowledge (1900) and developed through reference to 
Polanyi (1975) and Bruner (1972:21) and he describes it as the ‘medical exchange 
between sense and significance’ (Swanwick,1994:31). For the purpose of this thesis I will 
adopt this definition of the term ‘intuitive’ and use it to refer to the more ephemeral and 
feelingful aspects of music making. 
Swanwick’s division of musical knowledge into intuition and analysis provides an 
approach to classroom music that is more clearly connected to practice. In his theory, 
Swanwick recognises the different ways we engage with music. He highlights the idea 
that it is the intuitive aspects that are immediately engaging whilst the analytical aspects 
provide a pathway to growth of skill and complexity of interaction. This builds on his 
CLASP mnemonic. In curriculum terms, it is the analytical aspects of music 
representation/notation, theory, history, musicology and the skill aspects of playing scales 
and exercises that are easily organised into a pedagogy and curriculum. These are aspects 
Swanwick says can be taught. The intuitive aspects however are more ephemeral and 
abstract ideas; they are difficult to define in language and even more difficult to forge 
into a curriculum, except through direct experience. These aspects of musical knowledge 
Swanwick says can only be ‘caught by rubbing up against them’ (Swanwick, 1994): 2. In 
his description of how students might gain both within a classroom setting Swanwick 
says: 
The educational process here is simple. We start not with concepts but from music 
and we end with it: beginning with intuitive response to music and then analysing by 
ear some perceived feature of materials, character or form. This reality forms the 
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basis of practical classroom activity. The essential component is that the teachers 
behave musically both as critics and models (Swanwick, 1994). 
 
In Swanwick’s model of classroom interaction, the students experience music 
making in both realms of intuition and analysis through engagement with the 
environment, task and the teacher’s modeled behaviour. Swanwick (1994) argues 
that music education is initiation into a discourse. The developmental spiral that he 
uses to describe the dialectic tension between analysis and intuition highlights the 
movement between the two in relation to materials, expression, form and value (see 
Figure 3.1). 
Figure 3.1 
 
(Source: Swanwick, 1994) 
 
In a description highlighting the idea of thinking in symbolic forms, Swanwick says: 
 
Because of the high levels of sensuality, compelling expressiveness and imaginative 
structural playfulness, music is a significantly valued human activity, celebrated in 
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every culture; it goes beyond the aesthetic, it is symbolic form, it is made, artificial.’ 
(Swanwick, 1988) 
 
Swanwick reinforces the notion that music is valuable to individuals and cultures alike. 
He suggests that to know music and to gain meaning from it, we must participate in 
making music. He argues that musical value is only attained through direct engagement 
with music as a symbolic form and music as a human activity that involves the expressive 
qualities of sound (Swanwick, 1988). In this respect, he echoes Reimer’s attention to the 
expressive qualities of music but adds a considerable amount of development to the 
practical understanding. Through engagement with music, something is communicated, 
transferred, and this is experienced as meaning and is intrinsically valuable (Swanwick, 
1988). For Swanwick, access to this meaning is gained through initiation into the 
symbolic form; it is initiation into the discourse of musical meaning and values. Some of 
these meanings are cultural, some multicultural and some inherent in the music as object. 
Meaning is also gained from the social experience and still other meaning has a universal 
attraction as an expressive form. Swanwick argues that what can be defined as universal 
is humanity’s attraction to making music and individual and group use of sound as an 
expression of humanity (Swanwick, 1994). 
 
From Swanwick’s theory, we gain an attention to the practice of music education and the 
idea that music meaning is multi-layered and refers to the location of that music 
experience within a cultural context. We experience it as an art object, as a process of 
making, as a reflection or product of cultural context. Swanwick defines the aspects of 
music experience and suggests which of these might have universal implications. For 
teaching, Swanwick advances the idea that the meaning of music can be ‘caught’ as well 
as ‘taught’. He divides the process of interaction into the intrinsic intuitive aspects of 
music, and the challenging analytical aspects of music experience, thus distinguishing the 
differences of ‘correct’ cultural practice and the spiritual, ephemeral and intuitive 
qualities of music experience. These ideas provide explanations that are useful in 
classroom music practice. Swanwick’s principles of music education are that music is a 
symbolic discourse and that music functions metaphorically through a process where we: 
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1) transform tones into ‘tunes’, gestures; 
2) transform these tunes, these gestures into structures; 
3) transform these symbolic structures into significant experience. 
(Swanwick, 1999) 
 
Here Swanwick is describing the process of making music and the way in which music 
meaning becomes accessible. His layers of meaning are described as ‘materials, 
expression, form and value’ (Swanwick, 1999). In his description of the layers of music 
meaning, we encounter music meaning in several ways: firstly, meaning in relation to the 
musical object; secondly music as a means of expression within the discourse; thirdly, 
form as an expressive shape; and finally, music as it informs ‘the life of feeling’ (Langer, 
1953; Swanwick, 1999). This last layer is interchangeably described as ‘flow’, ‘aesthetic 
experience’ and ‘peak experience’. It is that quality of music experience that draws us 
into the experience and encourages us to enter and explore the discourse. 
 
The idea that we need to focus upon the ‘making’ activities in school music has been a 
common theme amongst theorists. Swanwick however examines each of the activities of 
Composing Literature studies, Audition or listening, Skills and Performance and their 
relationship with context. He also discusses the issue of globalisation in music making 
(Swanwick, 1999). 
 
Music and cultural Practice 
In relation to music and cultural practice, Swanwick argues that the role of music 
education is to enable individuals to ‘transcend local cultural practices’ (Swanwick, 
1999). By this he means that, within our own culture, there are many variations as Gans 
describes or ‘taste cultures’ (Gans, 1975). This means that culture is not static and that all 
cultures move forward expand and appropriate new expressive forms. What Swanwick 
argues is that, in teaching music, we need to gain the capacity to transfer our existing 
knowledge of music as a symbolic form and transform it into new areas. Like any 
discourse, this offers a means of growth. Through experiencing music from cultures other 
than our own we are able to experience ‘seeing and feeling in new ways’ and through this 
experience, we become interpreters of culture (Swanwick, 1999). Swanwick is critical of 
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the reductive qualities of school music subcultures both in the ways that popular music is 
stripped of social context in schools and in the distinctive school music of such practices 
as school band music. The criticism is that the focus is upon a watered down version of 
the style that has no representation in reality. What Swanwick provides through his 
concept of engaging with music as discourse is that encounters with difference in culture, 
time and style should be part of expanding our possibility for expressiveness within the 
discourse. This enables us to both ‘enhance our homeland’ (Swanwick, 1999), that is, 
gain a greater understanding and affirmation of our own culture and the means of 
expression within that culture as well as ‘feel “more at home” in the wider world.’ 
(Swanwick, 1999).  
 
The notion of music education as a discourse provides a theoretical framework for 
understanding the place of music from other cultures and periods and a way of 
broadening musical understanding. There is a need to recognise here that a school can be 
a culture within itself rather than merely a synthetic imitation. Even in schools where the 
pathway is narrow and the focus one-dimensional, music is still meaningful to those who 
attend to it, often despite the method and the unreality of the context. Swanwick’s 
alternative to a musical subculture is a ‘musical superculture’ where the discourse is alive 
with the all kinds of music expressively explored and valued by the teachers, students and 
parents within the wider community (Swanwick, 1999).  
 
In relation to music learning and technology, Swanwick highlights the possibilities of 
information technology as a tool for individualised learning and autonomy. He 
acknowledges the modes of interaction where computers can be assistants in the music 
making process and cognitive amplifiers in the learning process (Swanwick, 1999). He 
also outlines the qualities of digital technology that enable moving beyond the limitations 
of traditional notated composition and organisation of sound and form. In effect as 
Walker did, he is arguing that digital technology in school music making should focus 
once more, upon making expressive music and increasing the access students have to 
these experiences which broaden access to the discourse. The role of the teacher in this is 
to provide that access and ‘teach musically’ (Swanwick, 1999). 
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In Swanwick’s theory, a dynamic relationship with practice is evident. Issues arising 
from practice are utilised to develop the theory of music education, rather than to advance 
philosophical argument alone. We need to test theoretical and philosophical robustness in 
relation to how it responds to the needs of practice. Swanwick’s theory points out the 
unique context of schools as communities and the diverse kinds of music experiences that 
make up the student’s music education. He acknowledges that music experience occurs in 
school in many formal and informal contexts and out of school in numerous contexts. The 
teacher’s role in this process is to give access to meaningful experience, but what are the 
responsibilities of music teachers in each context of music learning from the instrumental 
studio, classroom, orchestra or ensemble? What influence does the teacher have upon 
how students experience music within other contexts? Swanwick’s notion of a discourse 
is located within the individual’s encounter with music experience and advances a strong 
argument to describe how this occurs. The clear definition of the roles and 
responsibilities of music teachers needs further teasing out in empirical research that 
focuses upon theory in action. 
 
Looking at music and students in schools 
 In this section, I have selected two studies that highlight the system of music learning 
and the importance of the teacher in the process. Sloboda and Howe’s study of music 
learning in early childhood (Sloboda and Howe, 1992) utilised a ‘music specialist school’ 
where students were auditioned to gain entry. They interviewed teachers, students and 
parents to gain a broad perspective of the students’ ‘music life’ beyond the classroom in 
the school community and in their families. The study revealed that the first teacher was 
significant in influencing continued interest in learning music. The study also found that 
music is more meaningful within a context where a variety of different interactions in 
music making occur. What is projected by this study is the idea that music needs to be 
experienced in a life-integrated situation for children to gain full access to meaningful 
experiences.  
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Csikszentmihalyi, Rathunde and Whalen’s study of talented teenagers also supported the 
importance of supportive and encouraging families and teachers combined with 
environments that were challenging and engaging. Successful teachers were considered to 
be those who modelled enjoyment in their field, and who clearly experienced the 
expressive and instrumental rewards gained from intrinsic engagement with the discipline 
(Csikszentmihalyi et al, 1993). This study focused upon the idea of gaining optimal 
experience or ‘flow’ from the experience. (Csikszentmihalyi et al 1993). This argument is 
also used by Elliott to describe the kind of focused engagement that is characteristic of 
music experience (Elliott, 1995) and Swanwick refers to ‘flow’ in his description of the 
experience of music making (Swanwick, 1999). It is argued that the idea of ‘flow’ is 
central to the development of talent (Csikszentmihalyi et al, 1993). ‘Flow’ or the ‘joy’ of 
the experience forms part of the intrinsic aspects of motivation to participate and continue 
to engage with the activity (Csikszentmihalyi et al, 1993). What emerges from this 
analysis of creative practice is evidence of the intrinsic nature of music experience and of 
the need to observe it in relation to the full range of environmental and contextual factors. 
The implications of this for teaching and learning are that we need to define the 
relationship between student and teacher. We need to articulate an idea of the teacher as 
model of engagement with the discourse and the role of the whole environment in the 
learning process. This adds further evidence to the importance of the ‘inclusive’ teacher - 
student relationship argued in the background to the study (Buber, 1969) and the range of 
experiences both available within the classroom and outside.  
 
These studies suggest that when we consider the question of the meaning of music to a 
student in a school, we must locate that meaning within the individual who is having the 
experience. We need to acknowledge that the music itself has universal and intrinsic 
qualities and uniquely culturally embedded ones. The experience of music making should 
be paramount in the access to that meaning, whilst reflection on the experience reifies it 
to the level of symbolic knowledge. Swanwick’s notion of music education as a discourse 
presents this idea most clearly. There is, however, another approach to this idea that is 
articulated by Cage that life and art are an integrated phenomena. Walker has adopted this 
viewpoint in his discussions of meaning. It is considered by Reimer and Wright to be a 
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‘divergent’ one (Reimer and Wright, 1992). What is unique about Cage’s proposal is that 
he articulates something about the universal aspects of sound and the individual’s 
experience of it (Cage, 1961). 
 
What is immediately apparent about Cage is that he does not separate music from the rest 
of life. This has direct connections with music from non-western cultures, many of which 
do not have a separate name for music, or do not distinguish music from dance, story, 
ritual and ceremony. (Walker draws some of his argument from Cage and more directly 
from anthropology.) Yet Cage does concur with the idea that music imitates or replicates 
human existence. He does not separate individual existence from nature itself. Music is 
not separated and compartmentalised, nor is the individual separated from the culture, 
environment or nature. He perceives the whole interaction as ‘an affirmation of life … A 
way of waking up to the very life we’re living.’ (Cage, 1961: 12). For Cage, the attention 
to sound in any form to which ‘we must learn to be more convivial’ is ‘a being together 
of sounds and people … a walk ... In the woods of music, or in the world itself.’ (Cage, 
1961: 10). What is common here is the notion of attentiveness to sound and to valuing 
that sound. The difference is what is counted as, or valued as, being music.  
 
It is important to note that Cage describes a ‘system’ of musical experience, that is 
inclusive of sound, both intentional and unintentional, and that includes people, 
environment and nature itself. In the background to the study, I argue that musical 
meaning is best experienced in an environment that seeks to reintegrate art and life 
(Schusterman, 1992). Both Cage and the approaches to music from non-western 
perspectives consider this idea as valuable to the process of music making and 
understanding. This notion is outlined by Walker, Reimer, Elliott and Swanwick in 
different ways. Cage naturally concurs with the notion of music as experience; in fact, his 
description of what music is includes the answer that for him it is ‘work’ (Cage, 1961). 
He refers to the cultural and inherent meaning of music as habits or traditions (Cage, 
1961). These are perceived as constraints on the idea of ‘sounds for the sake of sounds’ 
and the notion of ‘sounds being allowed to be themselves’ (Cage, 1961). In Cage’s view, 
what constitutes music is expanded to include all sounds intentional and unintentional 
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and the notion that life itself is a continuous musical performance and music is inter-
woven with life, reflects it and is life itself. In his description of ‘new music’, Cage says 
that it is ‘just an attention to the activity of sounds’ (Cage, 1961: 10). In relation to 
education, he suggests that he ‘finds it quite curious that given such wonderful 
technological means for creativity, our schools continue to fix their minds on historical 
means of creating music’ (Cage cited in Reimer and Wright, 1992: 48). He argues that the 
technology of traditional western musical notation and the historical cultural forms place 
constraints on what is possible in music learning and restrict creative growth. The 
influence of technology on means of production in music making is also an important 
point raised by Cage. He argues that the processes of music making are becoming 
‘democratised’ and there is a decreased need for conductors, notation and in some cases 
even performers. The distinction between composers, performers and listeners is also 
becoming blurred. This kind of comment is critical of a school system which relies 
heavily upon Western European classical constructions of what music is and how it 
should be learnt and points out a need for reassessment of these ideas. 
 
Despite being written about in 1961, these concepts have become even more present in 
music making, as digital means of production have become more sophisticated, 
accessible and less expensive. The idea of ‘democratisation’ is an increasingly common 
reality. Students can make electronic music, not just read about it and listen to recordings. 
This makes activity that was once the exclusive domain of composers now accessible to 
children. What was once abstract is now present, concrete and ‘ready to hand’ (Heidegger 
in Farrell Krell, 1993). From this idea, we can see that the notion of music making in 
schools replicating how it is made in the world today has credence. Swanwick testifies to 
this technological implementation in British schools today (Swanwick, 1999). This kind 
of approach was advocated by Dewey (Dewey, 1970, 1989), Bruner, (1966, 1960) 
Paynter (1992, 1997) Paynter and Aston, (1970)and Self (1967), and most composition 
oriented music educators for over thirty years but digital technology now makes this kind 
of creative music making more accessible. 
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Curriculum in music education is frequently based upon the European tradition of music 
making and learning. Its philosophies and the notion of what is aesthetically pleasing 
have been in the foundation of thinking in arts education. As the world becomes subject 
to the pressures of globalisation the views of Cage which have themselves been largely 
drawn from anthropological research, become more valid as a way of understanding 
music and its meaning. A history of art music suggests that it too has colonised the globe 
(we can find a violin teacher in most cities of the world), and music notation is a 
technology in widespread use. Similarly, today, the electronic storage and communication 
of musical repertoire (both composition and performance) are increasing in volume and 
expanding their influence exponentially. The kind of world that Cage describes, where 
music becomes integrated with life, is being appropriated, commodified and delivered to 
us for participation and consumption. Even western European art music has been 
appropriated and reconstructed in this way. We can no longer perceive Cage’s view as a 
divergent one but one that is perhaps already becoming part of life today. Whether we 
accept the argument that digital technology and global diversity change the way we 
engage with music or not, what is useful to consider in relation to music education is 
what music means in the twenty-first-century. We also need to consider the skills we 
need to participate in making music expressively. Then we need to examine the 
implications of these for teaching and learning music. Cage’s position offers a 
contemporary composer’s or inventor’s view. He draws attention to the possibilities of 
integration of life and art in much the same way that Schusterman offers in his notion of a 
‘pragmatist aesthetic’ (Schusterman, 1992). In many ways, this is an affirmation of 
Swanwick’s notion of a discourse but in others it highlights the fundamental relationship 
that all beings have with sound s both intentional and unintentional. 
 
Each theorist discussed here contributes important information about how we engage 
with and respond to music. From Reimer, we gain the importance of attention to the 
expressive qualities of music and the unique, intrinsic and transcendent qualities. Elliott 
develops the importance of the experience of making music and reflecting on the process. 
Walker alerts us to the cultural significance of music experience and questions its 
separation from culture. Swanwick blends the art object, experience and context into an 
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evolving discourse with the experience of music. Cage expands that concept to integrate 
life and art in a way that affirms our understanding of life itself. 
 
What is apparent from this discussion is that the meaning of music needs to be researched 
through observation and discussion about musical experience and that this needs to be 
done through a multiple lens on the phenomenon and in context. This kind of research 
has been done successfully by Campbell (1998) using narrative methods to examine the 
meaning of music to young children. In this present thesis there is a need to examine 
music meaning as a system. From this, I would suggest that it be necessary to begin this 
enquiry by asking; where is music meaning? Once meaningful music making has been 
located then an examination of the participants and context stands a better chance of 
delivering a description of the phenomenon of meaning. The literature here suggests that 
the meaning of music is located in a variety of places, people and interactions. I would 
like to advance the notion that musical meaning needs to be examined from all 
perspectives and interactions. Musical experience requires an examination of its meaning 
as an object or product and the qualities of individual and cultural interaction with 
making and perceiving music. From the individual’s perspective of the encounter with 
music itself, as well as the encounter with the context in which music is made. I would 
conclude from the analysis of literature that the meaning of music to a student in a school 
is to be found in the intrinsic qualities of expressive music making experience. We must 
also consider the dynamic context of that music. The theorists examined here argue that 
access to that meaning is gained when the student engages with the expressive qualities 
of music, through experiences structured by a teacher who can embed the analytical 
qualities of musical knowledge within an intrinsic intuitive activity.  
 
In the empirical study, I will aim to articulate clearly, what it is a music teacher does, and 
to describe and define their roles and qualities. I will look at the structure of curriculum 
as document and process. The teacher as an embodiment of the intuitive curriculum needs 
to be examined in a multifaceted way. I will seek to define and describe the teacher’s 
qualities from the child’s perspective as well as the teacher’s understanding through the 
observer’s construction of the system. This discussion of literature has highlighted 
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influential theory and philosophy of music education. In the empirical study that follows I 
will attempt to ‘put the meat on the bones’ of this theory, by describing and defining the 
qualities of teacher, experiences and environment. The difficulties will be in articulating 
the unspeakable, the magic that is music and music experience; in locating the meaning 
of and in observing, such ineffable phenomenon; and in identifying and isolating changes 
in human consciousness.  
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CHAPTER 4 
ANALYSIS OF PILOT STUDY 
Introduction 
The meaning of music to a student is difficult to examine empirically, as it cannot be 
attributed to a single source such as music education or to a particular teacher or method. 
What can be examined is each of the factors that make up the environment for music 
learning, such as the teachers, the place and the culture of the school in relation to music. 
The process, participants and context are observable.  
 
Ethnographic methodologies and instruments are useful in the examination of a 
phenomenon in context. Whilst I believed participant-observation case study to be the 
most appropriate methodology for this study, I had two reservations about the approach. 
Firstly, I was concerned about my own involvement with the site. As a researcher who 
was working as a teacher at the school, my influence upon data and participants as well as 
upon analytical bias was a genuine concern. Secondly, I was uncertain that unstructured 
interviews with students would give me useful self-reported evidence about student 
personal development. In this regard, I also needed to see who else might observe student 
development, such as music teachers, pastoral care teachers, parents and counsellors. 
It was for these reasons that I undertook a pilot study within the school I had been 
teaching at for six years. As head of the performing arts faculty, I had consciously 
implemented a policy drawn from my Master of Education thesis that sought to ‘integrate 
art and life’ and had developed a music program that valued experiential learning and 
reflection. The concept of student as maker formed the basis of the music department’s 
philosophy for learning. Methodologically, this presented both a problem and an 
advantage. In one sense, the objectivity of my position was difficult to justify. On the 
other hand, the depth of knowledge about the site and access to people, places and 
policies allowed me a deep insight into the case. This gave me privileged access to 
knowledge about ‘where to look’ and ‘what to ask’. I was able to establish the potential 
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of the site to reveal relevant data. To gauge my effect upon data, I undertook a pilot 
study. 
About the participants 
For the purpose of the pilot study I chose four students who played in a single ensemble 
(The Synthesizer Ensemble) as I believed these students to most clearly demonstrate the 
kind of involvement and musical thought that I hoped to examine. This sample 
constitutes what is called an intensity case purposive sample which ‘manifests the 
phenomenon of interest’ (Caulley, 1992). All students were considered by me to show 
creative reasoning and were highly able Year 11 students. One student was a VCE 
(Victorian Certificate of Education - Year 12) music student whilst the rest are actively 
involved in several ensembles. Many of the students had been involved with music at the 
school for the last six years, since year 6, although some had begun their involvement in 
the past few years of secondary school. The Synthesizer Ensemble had a repertoire of 
contemporary popular and classical music. It had performed several times in multimedia 
‘Easter services’ and at the time of interview was preparing for a major concert 
performance. The performance was videotaped as data and used as part of the analysis. I 
also have video-tape of their involvement with the 1996 Easter service where they 
performed a new work composed by staff members, with a small choral group and solo 
singer. The teacher director of the ensemble was an exceptional young musician 
composer and his enthusiasm was a driving force in the ensemble’s development. The 
Minister was a progressive Uniting Church minister who actively sought to involve music 
in his services. The teacher and minister form links with the common experiences which 
make up the individual narratives. The three different types of interview subjects also 
provided the opportunity to triangulate the data, drawing attention to similarities or 
deviance of perception. These students were selected because I believed that if 
information could not be found in these participants’ lives then it would not be evident in 
the site at all. 
Analysis of data 
For the purpose of this pilot study, I transcribed all of the interviews but only sought to 
do a detailed descriptive analysis of one interview, that with Dennis (Transcript Appendix 
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I). The other interviews have been kept in unreduced form and used to confirm and 
disconfirm information that has arisen from interrogating the single case study. All 
interview transcripts were ‘member checked’ with participants and records kept of 
comments and changes in my researcher’s journal. I analysed the interview data in 
relation to what it was saying about the students’ experiences and found interesting 
commonalties around three questions, which are of interest for the main study: 
• What kind of people, places and policies best facilitate music teaching and 
learning? 
•  What evidence of generic consequences of the student as maker approach are 
apparent in that environment?  
• What are the advantages and disadvantages of this method of data  
 collection? 
Analysis of data in relation to research questions 
In this section, I examine an interview with Dennis, a year 11 student, and analyse his 
response in relation to the research questions. 
Dennis is an interesting case in that he has experienced a number of school and private 
teaching approaches to music education. In regard to the question of people, places and 
policies, he describes quite vividly his relationship and involvement with the processes of 
learning and the factors involved. In the interview, I began by asking Dennis about his 
early music experiences at a more traditional private school; we then went on to talk 
about his more recent experiences at the case study school. He indicated that he had a 
number of experiences of music teaching: with a kinaesthetic programming method 
called the ‘five C’s method; with the traditional approach to piano teaching; and his 
current learning experiences that utilise contemporary music, improvisation and ensemble 
playing. 
People 
Dennis gave an account of how he saw different approaches he had experienced and 
pointed out that, in particular, he saw teacher and method as synonymous. He describes 
the disciplined approach of traditional piano teachers as ‘pretty crappy’ (I.S. Dennis 
28/10/96) and the repetition of the approach as ‘not very encouraging’ (I.S. Dennis 
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28/10/96). He also acknowledges that he ‘got to learn the piano from it so that's OK ’ 
(I.S. Dennis 28/10/96). The notion of encouragement through the combination of method 
and teacher feature in his further studies of synthesizer. He was encouraged by the idea of 
producing a good sound. This factor features strongly in the learning of music and in all 
the interviews. The immediacy of the feed back of the sound being ‘good’ or not is a 
major point raised by students interviewed. What is meant by this is, firstly, that the tone 
produced by the instrument is appealing and, secondly, the success in performing the 
sequence of notes to make a pleasant piece of music. All the students interviewed cited 
this as an important factor in their attraction to the synthesizer which has a large timbrel 
and dynamic range and a good tone that is relatively easy to produce. Conversely, Dennis 
and another interviewee said violin was an instrument that they found difficult to produce 
a good tone on and to control manually.  
I can’t stand it. [the instrument or the sound?] Either of them really, it’s a pretty nasty 
thing to play most of the time (I. S. Dennis: 28/10/96) 
 
It sounded like this monkey kind of creature screeching away, it was horrible (I.S. 
Brian 23/10/96)
1
 
 
Consequently, the idea of the music, the instrument and the method being an encouraging 
experience is important in the structure of the learning experience. Dennis cites the kinds 
of learning experiences he finds ‘encouraging’ as those which respond to his need to 
succeed and produce a good sound whilst also having sufficient professional discipline to 
give him access to more complex playing and challenges. His most recent teacher, 
‘James’, recognises similar instances in his own early music learning and encourages his 
students through individualised programs, which respond to the student’s needs in these 
areas. The other feature of Dennis’s involvement was his participation in ensembles and 
composition as a purpose or reason for his learning and development. In this respect, the 
teacher is seen more as a partner in the performance of music rather than an authoritarian 
figure. 
Yeah especially with James he’s more like he’s one of the band and we’re just 
hanging out together. (I.S.Dennis: 28/10/96) 
 
                                                
1
 Note: I= Interview, S= Student T= Teacher, F= Field notes, J= Observer’s journal. 
The Student as Maker Chapter 4 – Analysis of Pilot study 
 69 
 
All other respondents cite this informal relationship as being important to the 
development of their music and interest in the ensemble. What structures the experience 
is the performance of the music for a collective purpose rather than any extraneous 
authority.  
 
Music making in the classroom was seen in a similar light. The teacher and the method 
become merged and the experience of making or composing in collaborative music 
making is cited as being important in developing understanding and skills of composition. 
Furthermore, the link between classroom experience and the ensemble was perceived as 
important in broadening and extending the students’ musical experience. Finally, the 
teacher’s enthusiasm and own ‘love of music making’ was mentioned by students as an 
involving and motivating factor in their experiences whilst an openness to a variety of 
repertoire was also held in high regard by all respondents. The ability of teachers to 
respond to individual needs of students and to provide challenges for them in 
performance was highly valued by all respondents. In particular, the ability of the 
relationship between student and teacher to be a dynamic one that changes and grows as 
the students needs and maturity develop towards a partnership in music making was very 
important. 
 
Finally, the notion of getting to know peers through playing together was reported by all 
respondents as being a particularly different experience and relationship and described as 
a deeper way of knowing others (I.S. Dennis 28/10/96). This is a difficult thing to 
describe, but as a musician it relates to the kinds of things expressed above about 
collaboration for a single purpose. It is a non-verbal form of communication and very 
interdependent upon what the teacher James described as ‘experiencing things as an inter-
linked community of players’. This in itself is encouraging in rehearsal and magnified in 
public performance where there is audience feedback. All interviewees mentioned 
encouragement by peers as being a very important motivational factor. There is evidence 
within these responses that the meaning of music for these students is located in student’s 
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social relations, in his or her personal experiences with music making and in the response 
of community. 
Places 
The school environment that provides access to equipment, a place to practice and 
perform, and a culture or community in which music is made is the next category for 
analysis. In Dennis’ case, he cited access to synthesizers at the school, as being important 
in his development. Access to belonging to bands/ensembles, and performance at both 
cultural and ceremonial events were described as giving purpose and variety to the kinds 
of music he performed and listened to. All other respondents made similar comments, 
including James the teacher whose own music story highlighted access to place, people 
and equipment as being very important to his development. The opportunity to participate 
in the synthesizer ensemble playing for ceremonial events was appreciated by the 
participants on two levels. Firstly, they enjoyed playing the variety of repertoire from 
rock through to medieval modal music and twentieth century avant-garde music. 
Secondly, they appreciated the role of performance for a purpose as part of a service or 
ceremony where they were not the central focus of the communication but a unique part 
of it. The sense of belonging to a community which was gained through performance in 
both church ceremonial and art music performance was central to students’ narratives 
about place. They were spoken about as encouraging to their involvement. Furthermore, 
the openness of teaching staff to a broad range of music was also seen as a significant 
factor in their appreciation of the cultural environment of the school. 
Most important in this analysis is the notion that place, people and policies are seen as 
linked and not separated, as is the community of classroom and school. Students spoke 
about these factors in one breath. This response was also evident in the teacher and 
minister’s comments. 
Policies 
In relation to institutional policies, several ideas emerged from data. Students spoke 
particularly about policies which supported: 
1) encouragement of pragmatic music making, as well as music for the sake of 
performance; 
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2) openness to all styles and genres of music; 
3) focus on the small ensemble and collaborative activity; 
4) encouragement of creative activity in the classroom and community; and 
5) encouragement of teachers to be ‘makers’ or practising performers/composers. 
 
Each of the participants responded to these aspects of the program positively and cited 
instances where these factors had affected their development as musicians. Firstly, the 
pragmatic use of music as described above gave purpose to the performance and had the 
effect of broadening the students’ understanding of music and experience with a variety 
of styles.   When I asked Teresa whether her musical experiences had opened her up 
to a range of listening experiences that she later incorporated into her playing, she said: 
That was fantastic when I first began learn about improvisation, that was a big thing, 
that was cool, I loved that. I think Farnsworth seems to be the type of school that has 
a very embracing attitude to all the different possible musical experiences or groups. 
(I.S. Teresa 26/10/96) 
 
The focus upon small ensembles was seen to be a very positive thing in regard to the 
interdependence of the parts played. James, the teacher interviewed, commented about 
the notion that: 
Each player has to take more initiative for themselves. There is less room for 
superfluous parts in a small ensemble. (I.T. James: 28/10/96).  
 
James concurred with student comment that the small ensemble, with its intimate 
associations and dependence upon each person ‘holding their own part down’, was of 
educational and musical value. 
The development of interpretive abilities and improvisation skills was perceived as a 
significant skill gained by members of the synthesizer ensemble. The notion of 
collaborative activity and group work is outlined as an important idea in the analysis, 
highlighted by James’ notion of an ‘interlinked community of players’. The openness to 
all styles of music, featured in all of the respondents’ statements. Students suggested that 
these two factors had helped in broadening their own listening base and openness to new 
music. Each respondent cited incidents from the classroom program as being significant 
in developing their interest in music. In particular the creative music programs of the 
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Year 9 African music and Year 10 twentieth century music were mentioned as influential, 
whilst the Year 8 Rhythm & Blues music program was spoken about by interviewees as 
an opportunity to have access to performance, instrument lessons and instruments of rock 
music. One participant suggested that this program encouraged her to form her original-
rock band.  
 
The idea of encouraging teachers to be makers, as living examples to their students, was 
most apparent in the teacher’s story. He mentioned this as being an important way in 
which he can relate to students on a non-verbal level. It gives him a better understanding 
of his own learning processes. When he saw a student going through the same concepts 
of music making that he had experienced, he suggested that calling upon his own intuitive 
experience was most helpful in communicating and solving the students musical 
development problems. The students also recognised and respected the ‘do as I do not 
just as I say’ approach of teachers and in interviews universally commented upon this in 
both the studio-instrumental and classroom contexts. I am conscious in this analysis, of 
the potential for my own influence on this data. This is especially important to 
acknowledge, as it was well known that teachers hired for these instrumental and 
classroom teachers were selected by me because of their working knowledge as 
musicians as well as educators. Nevertheless, the data gathered from the interview with 
James suggested that these were views that he had found effective as teaching methods 
rather than ones advanced ‘to please the boss’ (or ex-boss). This argument is supported 
by evidence from students who valued the ‘hands on’ and music teaching by example 
approach of James and classroom music teachers. 
 
What evidence of generic consequences of the student as maker 
approach is apparent in the environment?  
Students were asked ‘Has being a member of this ensemble had any effects upon you: 
socially, musically, intellectually – i.e. the way you think or solve problems’ (see 
Appendix D) The response from students was initially focussed only upon the musical 
aspect of the question, such as playing varied parts: ‘Sometimes I’d be playing the 
backing chords or sometimes improvising solos’ (I.S. Dennis: 28/10/96). Improvisation 
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featured strongly in all respondents as a skill that the ensemble had taught them. ‘Before 
last year I didn't really know what improvising was and now I can do it easily ‘cause I 
learnt how to do it.’ (I.S. Bronwyn:22/10/96) With regard to social aspects of the 
ensemble three ideas predominated in the student interviews. The first was, the ways of 
knowing achieved through working as a team in collaborative work. 
You actually get to know them through the music and how they play and so on, and 
what they like to play, it sort of shows you a different side to people as well. 
(I.S.Dennis: 28/10/96)  
 
Secondly, the aspect of performance featured as a skill with all respondents mentioning 
that:  
like when you perform people always come up and compliment us, that makes me 
feel really good, that other people are taking notice of us. (I.S.Bronwyn: 22/10/96) 
 
The third aspect of personal development is a difficult one and the notion of self- 
reporting on changes in oneself is a complex reflective skill. The student respondents 
found it difficult to answer this question. However, when passing comment on access to 
means of expression, Bronwyn said, ‘Sometimes when I’m really stressed I just play on 
the keyboard at home; it calms my nerves.’ (I.S. Bronwyn: 22/10/96). As mentioned 
previously, the students interviewed suggested that the program had broadened their 
openness to musical experience.  
 
From this pilot analysis, I would suggest that information about personal development 
would be more likely to be evident in statements of teachers, counsellors, parents and 
pastoral care teachers who may have noticed changes in the students. Self-reporting on 
individual change and growth is both difficult to articulate and isolate from general 
‘growing up’. This is in some ways shown by the interviews with the teacher James and 
the minister/counsellor Mark. James noted the change in the ‘interpretive side of 
performance in students when referring to improvisation and development of pieces. 
Furthermore, the development of ‘initiative’ due to the interdependence of the group was 
a feature of his description of students’ group/ensemble work. He also referred to:  
performing in situations where they have to rely on each other and they don't know 
exactly how it will sound each time … socially there is a bit of a bond because they 
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have had to rely on each other musically so in terms of friendship they have become 
quite close. (I.T. James: 28/10/96) 
James also skirted around commenting on the personal development of students other 
than where it related to their musical development and social interaction. On the other 
hand, the minister/counsellor suggested that music:  
has kept them in the place at some very dodgy times. I think that there is no doubt 
that the self esteem attached to playing a musical instrument or creating a music 
piece is sometimes not understood by people who don’t understand what it means for 
a young person to have that kind of status. (I.T. Mark: 14/10/96). 
the fact that they belong to something a production or an ensemble has had the effect 
of raising their awareness of who they are and that has to be good for them and good 
for our community. (I.T. Mark: 14/10/96) 
 
There is perhaps more information to be found about personal development from this 
source than from individual students. What was frustrating to me as interviewer and also 
one who knew these students is that I had personally observed changes in their social life 
and personal life that were quite significant. In this context, it was difficult to confine 
tacit knowledge about the students to a single source. Furthermore, the ability of single- 
source self-reporting from interview data suggests that a broader approach, including 
different kinds of data (interview amongst them) may be needed to obtain a clearer 
description of this phenomenon of changes in human consciousness.  
 
What are the advantages and disadvantages of this method of data 
collection? 
The notion of ‘music story’ lends itself very well to discovering what kinds of persons, 
places and policies make up the processes of music education. The results of such 
interviews need not be site specific, as the interview with the teacher James showed. 
There were some similarities in his ‘story’ and the students’ narratives, especially in 
terms of access and attitude to music. More prompts needed to be included in the 
interviews to find out more about classroom music’s role in student development. In the 
interviews, all respondents mentioned classroom music, and the integration of music 
across curricula, co-curricula and the school community was virtually taken for granted in 
the interviews as normal rather than unusual. The notion of generic consequences needs 
to be fleshed out and defined more for this aspect of the study to be researched more 
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thoroughly. I did not feel that interviews alone gave a great deal of evidence of students’ 
personal development. There is a need to observe music participation in the classroom, 
ensemble and ceremonial occasions and rehearsals to examine links through these 
integrated activities. Examination of videotape of these performances supplied audio-
visual and musical evidence of this connection and was useful as a cross-referent between 
interviewees’ shared experience of the events. 
Summary 
I believe the interviews offered an exciting collection of descriptive data about the 
environment. The students interviewed suggested the presence of the principles of 
‘student as maker’. The generic consequences or effects on social formation of the 
students require further consideration and redefining methodologically so that these 
phenomena may be examined in less speculative form. Certainly there is evidence of such 
effect, but isolating and linking these to music education from self-reported interview 
data alone has been disappointing.  
The problem of closeness to the setting seemed to be a problem only in terms of assumed 
shared knowledge. Once I had realised this situation in interviews, I improved my 
questioning and prompts to make sure assumptions were described adequately. I 
experienced a degree of frustration when I my prior knowledgeof a situation did not 
emerge from the interviews as expected, that an unknown interviewer would not feel. 
Interestingly this frustration gave me a strong indication of the honesty of the student’s 
recollections and my influence on responses. They suggested that the answers to these 
questions were ‘important’ and students were careful in their descriptions and meticulous 
about reading the transcripts and member checking them for accuracy and interpretation. 
I was conscious that the data were not contaminated by my presence, and that students 
were not simply telling me what they thought I wanted to hear. Students seemed to value 
the opportunity to reflect honestly and to present their views. Another factor that I had 
not considered was that of the reflective relationship. For many years, as a classroom 
teacher, I had facilitated and encouraged reflective practice in the classroom through a 
number of formal and informal processes. Students pointed out in interviews that this 
process not only helped them to think and talk about music but that the process of doing it 
‘with me’ as a classroom teacher made this kind of discussion ‘feel natural’. My 
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participants were articulate and highly able musicians and this was evident in the clarity 
and honesty of their responses. The ‘researcher effect’ was one that I felt improved the 
quality of responses rather than influenced them to the detriment of honesty and 
authenticity. 
I found that a journal and margin notes about my own responses added to the depth of the 
interviews from my perspective, and allowed the introduction of my own voice in the 
analysis. The idea of interviewing an ensemble was a good one. I believe that further 
interviews should also be of identifiable groups, though not necessarily ensembles as this 
focuses too heavily upon the extra curricular. The sample should include groups of 
people who had been a part of elective programs and musical/drama productions. A series 
of interviews of ‘non-players’ who had been part of the compulsory music program from 
Preparatory to Year 8, would be useful to examine the broader implications of music in 
the community. 
 
In conclusion, I believe that the site had much to offer in data and established evidence of 
the conditions of ‘student as maker’ to my satisfaction. Several other forms of data 
collection will be necessary ensure the case study is viable. The problems of observer 
bias and researcher influence were perceived as being less problematic than expected. 
Respondents concern for delivering clear and meaningful information was very apparent. 
Notably the response to member checking of transcripts underlined the importance of 
accurate representation of their thoughts and feelings. The ‘stories’ were important to the 
participants and accurate representation was paramount in their concern. The researcher 
affect was in many respects positive and revealing of deeper information rather than 
lacking in objectivity or coercive. The genuine surprise in this area was the effect of 
classroom reflective practice on preparing students for such questioning and upon the 
normality of this kind of relationship with me as a teacher. 
 
The pilot study established the suitability of the site as a case study, the appropriateness 
of the instrument of biographical interview and the positive aspects of deep insider 
research. Improvements will be made to the research design to include self-checking and 
cross checking of observer analysis and data reconstruction. The prompt/question guide 
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was expanded to gain more information about classroom music making. The case study 
instrument was expanded to include a variety of instruments and data collection tools to 
gain a broad and varied perspective upon the phenomena. Most clearly, the phenomena of 
meaning and process were apparent within the biographical stories and this will form the 
basis for further discussion. 
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CHAPTER 5 
METHODOLOGY 
 
Overview 
The central question that binds and focuses this thesis is; What is the meaning of music to 
young people in a school? Meaning in this study is defined as what students find involves 
and engages them with music making and listening. Related questions are: What are the 
processes that give access to and facilitate those meanings? What are the implications of 
this knowledge for teaching, learning and community?  
 
In this chapter, I explain why I consider an interpretive case study method to be a good 
way to get at these questions and why it is an appropriate methodology for this thesis. I 
also discuss the sense in which I think the approach and the strategies I have taken are 
trustworthy ones. I outline the issues I have had to address about my own role and 
preconceptions and the methods I use to gain multiple perspectives and to analyse the 
data carefully. In terms of sampling or focus of the study, I describe the individuals 
selected for interview and explain why I concentrate on those who might be seen to most 
clearly provide evidence about the meaningfulness of music. I also outline how I do not 
neglect negative case issues. In terms of exploring ‘processes that give access to and 
facilitate music meanings’, I use a range of types of evidence (interviews, documents, 
observations of performances). This chapter sets out to outline how I have created a 
research method that is appropriate to the research questions, trustworthy and honest, and 
conscious of its weaknesses and strengths, in an open and critical way. 
 
Selecting an appropriate methodology 
The selection of an appropriate methodology that will most effectively and rigorously 
reveal information about the research questions is the first problem encountered by every 
researcher. The problem of paradigm issues is involved in this process. As a researcher 
there is a fundamental choice between positivistic methods that measure phenomena 
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through the elimination of variables and from the viewpoint of the dispassionate objective 
observer, or alternatively a naturalistic post-positivist approach that emphasises the 
wholeness of the context and the researcher as instrument. Of most importance to me as 
researcher are the kind of information, depth of data and the ability of the instrument to 
reveal insight into the phenomena. This study is clearly grounded within the interpretive 
paradigm of qualitative research that recognises participant observers as interpretive, 
sensing and reflective, and acknowledges that they are in themselves the instruments of 
research. 
The appropriateness of the interpretive paradigm 
 Sloboda and Howe’s (1992) quantitative study examined the system of music learning in 
early childhood. Their study had many similarities to this study, in particular the 
descriptions of teachers and processes, but little about meaning. Their study revealed, for 
example, that the music students’ ‘first teacher’ was significant in influencing continued 
interest in learning music but because of the structure of the research was unable to reveal 
what qualities that teacher might have had. Sloboda and Howe also interviewed teachers, 
students and parents to gain a broad perspective of the students’ ‘music life’ beyond the 
classroom, in the school community and in their families. 
 
Sloboda and Howe’s study, which focused upon student’s early music learning 
experiences, used a relatively small sample, which perhaps reduces the significance of the 
outcomes. Sloboda and Howe’s research has similarities of sample and context with those 
of the current study and a comparison would provide an understanding of what each 
methodology is able to reveal about music learning. The data presented by Sloboda and 
Howe revealed some generalisable results but were unable to provide a basis for an 
understanding of the phenomena as part of a system. As these kinds of research methods 
are ‘adapted from the physical and biological sciences they are not always adequate for 
the study of human behaviour’ (Borg and Gall, 1983: 351). It is the idea of observing 
how people interpret the world in action and in context, and what they find meaningful 
that was the most pressing concern in the selection of methodology for this research. 
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Csikszentmihalyi (1996), in his study of creativity, suggests that only by examining all of 
the factors that comprise the system within which a phenomena takes place can a true 
understanding of it be formed. Music is made and experienced in a school in a number of 
contexts. The process of learning music involves many different activities and 
encounters. Students in schools may experience music in the classroom, the instrumental 
studio and a range of ensembles, or as part of family and youth subculture. To gain an 
understanding of the factors influencing, and giving access to meaning in music it was 
imperative that the study was inclusive of the relevant contexts. As Csikszentmihalyi 
(1996) demonstrates in his study of creativity, the observation of a total system can be 
usefully researched using qualitative methods. These kinds of methods related to 
anthropology and ethnography could provide a ‘thick description’ of the phenomena of 
music meaning in context, which is the focus of the current case. 
 
As this participant observation case study research is directly concerned with ‘human 
meaning and interaction’ (Jorgensen, 1989: 13), a kind of methodology was required 
which would lend itself most favourably to examining both meaning and process within a 
naturalistic setting. As a member of staff at the case study site, access as an unobtrusive 
observer was guaranteed. I was able to take on several research roles as teacher 
researcher, reflective practitioner and non-participant observer. My established presence 
at the site ensured a kind of transparency or more natural response than that afforded an 
observer whose presence may have predisposed participants to perform or change the 
way in which they might act normally. Jorgenson suggests that ‘participant observation is 
most appropriate when certain minimal conditions are present; 
- the research problem is concerned with human meanings and interactions viewed 
from an insiders perspective; 
-  the phenomenon of investigation is observable within an everyday setting; 
-  the researcher is able to gain access to an appropriate setting; 
-  the phenomenon is sufficiently limited in size and location to be studied as a case; 
-  the study questions are appropriate for case study; and 
-  the research problem can be addressed by qualitative data gathered by direct 
observation and other means pertinent to the field setting.’(Jorgensen, 1989: 13) 
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The size of the school and my own prior knowledge of the site provided an intimate and 
compact knowledge of the case. The ‘deep insider’s’ view provided me with unlimited 
access, a clear perspective of who to ask and where to look and an established 
understanding of the history and development of the site and the people in it (Edwards, 
1999). An illustration of this occurred when I was able to make connections between 
historical incidents that I shared with students and teachers. I was able to use prompts that 
referred to those shared experiences for example: ‘what about when we had the 
synthesizer concert–how did you feel parents responded to that?’ In this case, the shared 
memory helped me to prompt a situation that we both had knowledge about. 
Alternatively, I was also placed in a position where I needed to be critical of the effect 
that I might have upon the data collection and analysis. 
 
General advantages and disadvantages of the approach 
The methodology of participant observation seeks to uncover, make accessible and 
reveal the meanings (realities) people use to make sense out of their daily lives. In 
placing the meaning of everyday life first, the methodology of participant 
observation differs from approaches that begin with concepts defined by way of 
existing theories and hypothesis. (Jorgensen, 1989: 15) 
 
The experience of the insider is different from that of aliens; it constitutes a reality for 
those inside it and even erroneous beliefs have real consequences (Jorgensen, 1989: 15). 
The advantage of this kind of access is its familiarity and the notion that the participants 
within the site are most likely to continue their daily lives relatively unaffected by the 
known insider observer. The methodology ‘provides access to the insider’s world of 
meaning’ (Jorgensen, 1989: 15). As meaning is a central question of this thesis, this 
perspective potentially offers an interesting and distinctive lens on the phenomenon. This 
access is to be celebrated and valued as a privileged view. Nevertheless, despite this 
privileged access, there is a need to incorporate measures to ensure the trustworthiness of 
the research, so that my own values do not distort the interpretations. In this research, I 
had intimate knowledge about the students. I had taught them all for five years. I know 
their parents and had influenced their music learning and personal lives. What guarantee 
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did I have that these students, when interviewed, would not simply tell me what they 
thought I wanted to hear? What measures did I have to ensure that staff for whom I had 
been ‘ boss’ would not also tell me what I wanted to hear or act how they perceived I 
would like them to act in observation? How could I see what was not already familiar to 
me? How could I check that my data reconstruction and analysis were not driven by my 
preconceptions about what I hoped to find? 
 
To address the problems of influence and the value-laden qualities of data interpretations, 
a number of procedures were undertaken. Firstly, I decided to implement a pilot study, to 
examine student and teacher responses and observer influence (refer Chapter 4). The pilot 
study further served to refine the interview instrument and sample. In the research design, 
I also incorporated the following procedures for cross-checking and self-checking 
measures to increase the trustworthiness, authenticity and fairness (Lincoln and Guba, 
1985) of the data collection and analysis; member checking of interview and observation 
transcripts (Appendix L); and triangulation or what Janeseck terms ‘crystallization’ (in 
Denzin and Lincoln, 2000: 393). The term, ‘triangulation’, it is argued, tends to fix 
meanings rather than reveal shifting changing nature of truth (private conversation 
Taylor, 2000). In this research, I use it to describe the use of different methods of data 
collection such as interview, observations and cross-sampling to provide a multiple lens 
upon the phenomenon. In this process, I also collected data in a number of media: text, 
video, audio and digital form. I discuss the detail of these procedures later in this chapter. 
Furthermore, I also made a conscious and deliberate search for things that surprised me as 
part of data analysis as well as following negative cases such as examining student’s off-
hand treatment of classroom music. These kinds of measures, I hope, enabled me to 
overcome the problem of being unable to see what was not already familiar. 
 
Ethics 
Ethical approval for this research was obtained from the LaTrobe University Human 
Ethics Committee in 1996 (ethics approval number 96/125). Permission to use the school 
as a case study site was obtained from the school principal and signed participant consent 
was obtained from teachers and the parents of students (refer Appendices O & P). The 
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study was done in a situation where I had withdrawn from teaching the students, and in 
which I would not be using things they said in evaluating their work or in evaluating 
teachers. The study was not primarily directed to evaluating or critiquing particular 
individuals (students or teachers). It was intended , and understood ,as a study about an 
approach to a music program. For the school, the study offered some potential benefit, as 
part of a program to build and reflect on innovative and extensive commitment to good 
music education. Although the case study uses the conventions of anonymity, it cannot 
totally disguise all participants, who are identified by their role in the school. Care was 
taken in the writing of the study and in publications from it to avoid any form of 
reference that might identify them to negative effect. In my research journal, I noted that 
in the member checking process, students and teachers expressed a pride in their 
involvement and a sense of the importance of their contribution. This attitude was 
reflected particularly in the thorough nature of their checking and offers of additional 
material.  
 
The Pilot study 
The pilot study outlined in Chapter 4 comprised interviews with a music teacher, a 
Uniting Church minister, who also serves as a counsellor and family social worker at the 
school, and four student members of an electronic music ensemble. The students 
represented were highly involved music students who participated in a variety of 
ensembles, had experienced music as elective classes and in the studio and actively 
performed music in school ceremonial events. The rationale behind the selection of these 
students was that if useful data could not be collected from these students, then either it 
did not exist or the interview was not an appropriate research instrument to gain this kind 
of data (see appendix C-E for interview prompts and questions). 
 
The pilot study (refer Chapter 4) revealed some useful findings. Firstly, it was difficult 
for students to comment on their own personal growth. Secondly, I noted that it was 
difficult for students to isolate music experiences as a source of personal growth from 
other experiences that might just be a part of ‘growing up’. This meant that information 
about the affects of music making experience upon personal and social development of 
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the student was difficult to gain from interview alone or it may be inextricable from all 
the other influences and context. Alternatively, student development was more easily 
observed by others such as other students, teachers and counsellors. Thirdly, the 
interview process needed more prompts to gather information about classroom music, as 
the focus of answers to open questioning was upon instrumental/studio learning and solo 
or ensemble performance. Fourthly, students seemed very honest, open and critical of 
their music experiences, both in school and out. Indeed the feeling I got from interviews 
with students was that, because critical reflective discussion had been part of their 
classroom music activity, we had built up a relationship that was open to such discussion. 
 
Students’ intimate and confidential comments about each other, teachers, and even about 
me, provided credibility to the view that they were making open and honest comment 
because of my presence, rather than in spite of it. The enthusiasm with which each 
student and teacher spoke about their music making and their music biographies also 
suggested the importance of these constructed memories to the participant. For example, 
in this brief extract, Peter, a primary-music teacher, comments about the role of music 
and his family: 
 
Music was very important to us as a family. Music was always part of our worship 
and celebrations. I was exposed to a lot of singing and playing; it was just a part of 
our life. (I.T. Peter: 10/1/98) 
 
Linda, a sixteen-year old music student passionately describes her first recollection of 
music in her life: 
 
I don’t remember anything else about being four except just this vision of a violin 
player getting a standing ovation from so many people, and sounding so good. And I 
just went [loudly]: ‘Mum I want a violin, now’. (I.S. Linda: 5/3/97) 
 
These recollections were often moving and open descriptions of their involvement with 
music making and suggested that music was indeed intrinsically engaging and 
meaningful to these people. Their stories also revealed something about the context and 
ways in which they gained access to this meaning. This suggested that, by asking these 
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students to discuss their music biographies, I might also gain a description of the process 
and context of that meaning.  
 
The results of the pilot study suggest that musical biography, and focussed questions 
about aspects of the school, could generate useful data that was important to 
understanding the phenomenon of meaning, and provide a valuable lens on the context. I 
felt that interview questions that dealt with personal development needed to remain part 
of the interview prompts but that these needed to be cross-checked against observations 
and comment from teachers and counsellors as external observers. Extra prompts needed 
to be added to the interview guide to gain more information about classroom music. 
Examples include: 
• Let’s focus upon the environment at school, what effect has it had on your 
development as a musician?  
• Firstly - classroom music, (emphasise this question for a story of the effect it had 
upon access and exposure, reflection and music thinking).  
• What was beneficial?  
• What was not? 
 
Prompts about: 
- ensembles; 
- place; 
- access to equipment, etc. 
   
• What effect have the teachers/musicians had upon your development?  
(Refer Appendix D) 
The combination of music students, teacher conductor and the school minister constituted 
a mini-community of interactive parts. Cross-checking and coding of data across 
interview sources generated multiple perspectives of the phenomenon of the meaning of 
music to the students and the community. (For a sample of initial coding categories, see 
Appendix K.) Recording the teacher’s music biography added a complexity to the 
understanding of the meaning of music that extended beyond the present time or place. 
What I gained from his description was narrative of his own early memories of music 
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experience and what it meant to him. All interview transcripts were member checked, 
with individuals providing extra comment and validation of the accuracy of transcription. 
Data analysis was also discussed with participants, which further added to the honesty of 
the interpretation. (for member checking, refer Appendix L.) The pilot study results 
allayed many of the feelings of self-doubt about the data collection and method.  
 
The research timetable 
The research was a participant-observation case study. The instruments for data collection 
were: interview participant observation, historical document audio videotape, and 
observer’s journal. The interviews took place over three ten week school terms, from 
February to September 1997. Observation of rehearsals in preparation for major 
performance events occurred throughout the year, after school and on weekends. The 
participant observations took place at the end of term three and included ten weeks of 
observation in term four, from September to December 1997. 
 
Description of the site 
The school was an independent school of the Uniting Church. The school population was 
590 students in 1997, from Pre-preparatory (three-year-old) to Year 12 (eighteen-year -
old). Music is a compulsory classroom subject from pre prep to year eight. In Years 9 and 
10 music is offered as an elective subject. At year 11 and 12, the final years of secondary 
education in Australia, VCE (Victorian Certificate of Education), music performance is 
offered for advanced students. There are classroom instrumental lessons from Years 3 to 
8 and within their time at the school, the students are able to experience playing 
instruments from a variety of instrument families. There are up to twenty ensembles at 
the school. These range in size and style from a large wind ensemble and big band to rock 
bands and creative art ensembles. Up to one third of the school’s population participates 
in parent-funded private instrumental lessons. 
 
Data collection 
The process for data collection was: 
• semi-structured interview;  
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• observation of ensemble rehearsals and performances;  
• participant-observation of students in classroom music;  
 • summaries of curriculum and policy documents;  
• videotapes and audiotapes of students’ music making in ensembles and classrooms;  
• researcher’s journal. 
 
It was most important in this study to gain a systemic view of the phenomenon. To this 
end, sampling of teachers and students interviewed was purposive. Twenty-one students 
were chosen because of their experiences with different musical styles and instruments 
and their involvement with ensembles and classroom music. It should be noted that all 
students at the school have been involved in music activity as part of the core curriculum 
in primary school and Years 7 and 8. The students selected for interview were chosen on 
the basis of their involvement with particular aspects of music making within the school 
such as classroom music electives, instrumental and vocal ensembles, musical styles and 
instruments. The focus was deliberately upon those with a high involvement as they were 
considered to have a distinctive association with the phenomenon being studied. The 
research follows the experiences of these students in the classroom, ensembles, 
performances and ceremonies, and in the wider community through their music 
biographies. 
 
 A Brief description of students interviewed
2
 
Twenty-one students were interviewed. Twelve male students, and nine female. All 
interviews were recorded on audiotape and transcribed onto a word processor. 
 
Four student members of a synthesizer ensemble (pilot study) 
Bronwyn: Plays synthesizer, piano and is a self-taught rock guitarist. 
Teresa: Plays woodwinds, wind controller, piano and sings. 
Dennis: Synthesizer, electronic music composer. 
Brian: Synthesizer, voice. 
                                                
2
 Names used in this description are pseudonyms. 
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Two students from the school jazz big band. 
Colin: Trumpet, piano, bass guitar 
Jason: Trumpet, rock guitar 
 
Two students from an all-female rock band 
Wendy: Voice in choirs and rock band, songwriter 
Fiona: Voice in choirs and rock band, songwriter 
 
Two students from a male rock band 
Edward: Clarinet, rock/jazz guitar 
Luke: Rock guitar 
 
Two students from classroom elective programs 
Daniel: Saxophones 
Phillip: Voice and piano. 
 
Two percussionists 
Janet: Mallet and un-tuned percussion and drum kit 
Jack :Drums and percussion, guitar, bass guitar 
 
Other students 
A student from the large wind ensemble (note several other students in this sample also 
play in this compulsory large ensemble): Linda (Woodwinds, violin) 
A SINGER: HOLLY 
A composer: Margaret (Piano, synthesizer) 
Four ex-students:  
A rock guitarist: John  
A choral singer: Sandra 
A Piano player and composer: Michael  
A drummer/percussionist: Bradley. 
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A brief description of teachers interviewed 
Ten teachers were interviewed. They are permanent members of the music teaching staff 
who direct ensembles and teach in the studio and or the classroom. Home room/ pastoral 
care teachers were selected to gain a perspective of the effects of music on the student’s 
general life. The school minister and counsellor were interviewed to gain a perspective of 
the phenomenon as it relates to community and personal development and self-esteem. 
 
The teachers interviewed comprised: 
Keyboard teacher/ junior-classroom/synthesizer-ensemble director: James 
String teacher: Simone 
Brass teacher/conductor/senior classroom: Matthew 
Woodwind/classroom/conductor: Janet 
Junior classroom-music teacher: Peter 
Guitar teacher/rock band director: Robert 
Pastoral-care teacher/pianist: David 
Pastoral-care teacher/drama/English: Jessica  
School psychologist counsellor: Barbara 
School minister/counsellor: Mark 
 
Observation Data 
Observation of school music camp/ concert preparations 
The school has a major concert event in the middle of the year, and in preparation the 
music department holds a two-day, weekend, in-house music camp. Students and teachers 
were observed in preparation for this concert. The concert was also observed and 
recorded on videotape. 
 
Observation was made of performance of Year 8 preparation for a ‘Blues Brothers’ 
Rhythm and Blues performance evening. ‘Highlights’ of this event was also videotaped. 
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Observation in the classroom  
During the fourth term of the school year, I observed and taught music at the school in 
Year 7, 8, 9, 10, 11 and 12. In addition I conducted a junior classroom string program and 
took a class of four-year olds in the pre preparatory school. All observations were 
recorded on a laptop computer immediately after the class or at the end of each day. 
Video and audiotape recordings were made of classroom performances and reflective 
writing was collected. 
 
Researcher’s logbook (for sample entries refer Appendix N) 
Throughout the field research, I maintained a journal of my reflections and observations 
about the research and the site. Often at the end of each day I recorded reflections 
verbally onto a tape recorder and later transcribed them on to a word processor so that I 
could let my thoughts flow through conversation rather than purely in a textual way. I 
also used a laptop in the field, for typing up textual comment and observations. In this 
book I kept records of times and places of interactions and events. I recorded my own 
impressions of each interaction and thoughts about emergent theory and personal 
reflections. I listed questions and prompts to follow up on data that I felt needed further 
explanation.  
 
Audio visual data 
Over the six years that I worked and researched at the school, I collected videotapes and 
audiotape recordings of concerts, student performances and compositions. During the 
specified one-year observation period and the intense twelve-week observation time, I 
also recorded visual and audio information in support of field notes. A brief description 
of these data is listed in Appendix J, ‘Other Media Data’. These data were collected 
primarily to illustrate and give some concrete context to descriptions of music 
performances and student compositions. They also provide a reference point for field 
notes and interview data and serves to provide audio-visual evidence for some of the 
claims of text data. 
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Analysis 
All data were transcribed as text files and the computer program QSR NUDIST (Richards 
and Richards, 1999) was used to organise coding, data retrieval and theorising. The 
Coding categories are listed in Appendix K . I used NUDIST, primarily as a way of 
accessing and managing the large body of data that I had collected. Chapter 6 presents an 
example of how the data were interpreted and analysed. Theory in this research is 
emergent from data and the analysis looked for themes that seemed to recur within a body 
of data and across data forms. For instance, at one stage I examined how teachers and 
students talked about ‘openness’ in interviews and followed this theme using NUDIST to 
group and contextualise each response. The notion of openness was used in a number of 
ways by those interviewed and I wrote data summaries about each of the categories 
mentioned and cross-checked them against field observations. What resulted from this 
quite large exploration was that the concept of openness was reduced to a ‘valuing of the 
child’s interest’. What students valued in teachers was their ability to value their interest 
in music rather than pretending to ‘like’ a musical style or instrument that they were 
unfamiliar with. The concept moved from openness to recognition of the unique values of 
each individual. In the process of analysis I also made deliberate searches for negative 
data and pursued them to extinction. Furthermore, I grouped data by examining what 
surprised me about the case and what I found that did not surprise me was used to vary 
the lens I held on the phenomenon. 
 
Cross checking of data analysis. 
The following measures were adopted to cross-check value-laden data reconstruction, 
coding and analysis and aid trustworthiness, authenticity and fairness: 
 
Member check interview transcripts 
(Refer Appendix L) 
All interviews were recorded on audiotape and transcribed on to a word processor. The 
complete transcripts were then returned to the participants to check for accuracy of 
transcription. Participants were encouraged to comment, add further reflections and make 
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additions and changes to the transcript. This process resulted in the following changes to 
transcripts: 
• changes to punctuation to improve the clarity;  
• removal of references to ‘known musicians’, who were discussed in a negative light 
(Note: this was not relevant to the data but seen as not desirable to make public); 
• addition of extra thoughts and reflections. This was a common occurrence; suggesting 
that the participants enjoyed the process and acknowledged its importance and 
accuracy; 
• clarifications of names, times and dates, typing - errors, unclear -recording of 
transcriptions. 
 
The member checking process also enabled further informal discussion with participants 
and follow up of further questions about emergent theory. Theory that related to 
particular incidents recorded in interviews was also followed up informally and recorded 
in my research journal. This enabled further clarification and gave depth to data 
reconstruction and analysis. 
 
Establishing trustworthiness and authenticity 
A broad range of data was collected so that a fuller picture of the system of music making 
and the context in which it was made could be constructed. 
 
The interviews were internally diverse, representing a broad range of teachers and 
students. Observations of curricular, co-curricular and extra-curricular activity were used 
to examine the whole community and its interaction with music making. The data were 
gathered over a prolonged period of engagement. They included interviews and 
observation collected over a year of field research plus a further five years of ‘ex post 
facto’ data drawn from audio-visual, teacher journal entries and students work samples 
and recordings. It is hoped that the breadth of data sources and the methods included to 
cross-check data will help to provide a view that acknowledges the observer influence 
and seeks to provide multiple perspectives. (Other media data are listed in Appendix J.)  
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Negative case analysis 
Across both data collection and analysis, I consciously pursued negative cases. Firstly, in 
field study I actively sought students who were prepared to discuss negative experiences 
with music at the school and found that these students only expressed a lower level of 
engagement rather than negative experiences. One of these students whom I interviewed 
informally spoke of how his ability to discriminate instrument timbres had much 
impressed his peers despite having a semester where his own instrumental experience 
involved avoiding playing as much as possible. He reported ‘feeling great’ when he 
participated in an end-of-term concert in front of parents and peers. This analysis of 
negative data produced a similarity of perspective in relation to the location of meaning 
for both musically experienced and non-musically experienced students that was useful in 
understanding data. Driven by the comment that classroom music was lightweight or ‘a 
little light on’ (I.S. Jack: 10/7/97), I examined classroom music in more detail. This 
resulted in gaining a perspective on the role of the classroom teacher and greater 
understanding of the structure and depth of content. These kinds of active investigations 
of negative cases in the field and within data analysis provided means to make data 
descriptions thicker and to allow me to challenge and make sense of my own value-laden 
views. 
 
Seeking a number of lenses on the phenomenon 
Cross-checking and triangulation of data served to thicken the description of the 
phenomenon under examination and provide a multiple lens on the phenomenon. By this, 
I mean that some aspects of people are better observed by a third party, music is better 
recorded on tape than written about, and some things are better observed in action rather 
than reflected upon after the fact. Throughout this research, I was particularly conscious 
of the need to use the most appropriate tool for capturing the data and the need to 
examine it as a system, in action and in context. I also sought a variety of views of the 
same subject to provide a broad description of the phenomenon.  
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Auditing of transcripts and data reconstructions (See Appendix M) 
All transcripts were line-numbered in NUDIST (Richards and Richards, 1999), enabling 
easy data retrieval and viewing. Data reconstructions were audited by a disinterested, 
competent third party who systematically undertook a random audit trail. The auditor is a 
psychologist who holds postgraduate qualifications in research methodology and design. 
The auditor checked three interview transcripts, examined member check records, 
randomly examined ‘other media data’ against descriptions; and randomly checked three 
data reconstruction following themes. The auditor also acted as a ‘devil’s advocate’ - 
deliberately searching and questioning emergent theory/themes and where possible 
providing plausible alternatives. Over the research period, my supervisor, Professor Lyn 
Yates, an experienced and highly developed qualitative researcher, acted as a ‘peer 
debriefer’ in regular fortnightly discussions about data reconstruction and analysis. 
Professor Yates actively challenged and questionned reports on data and the ways in 
which I used data in the written analysis. Other peer comment was gained through the 
publication of journal articles in subject association journals and through presentation at 
conferences in music education and education (Dillon, 1995a, 1995b, 1999, 2000a, 2000 
b). 
 
Timetabling 
The timetable for implementing the research process followed the order outlined below: 
 The pilot study 
The pilot study took place at the end of term four in November 1996. Four students and 
two teachers were interviewed and recorded on audiotape. The tapes were later 
transcribed and printed. All participants received copies of the transcripts to ‘member 
check’ the accuracy of the transcript. Videotape was made of the major Synthesizer/ 
Percussion ensemble concert that involved the participants interviewed. Audiotape was 
collected as representative of the synthesizer-ensemble’s pragmatic/ceremonial work- 
performing for the 1996 school Easter service. This recording was used in reference to 
the interview with the school minister/counsellor. 
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Interviews 
Thirty-one interviews of about one hour in length were carried out over three school 
terms from February to August 1997. (Refer to appendices F-H for prompts and question 
guide.) The interviews with students were performed in a staff withdrawal room at the 
case study site. Interview of ex-students and teachers was performed in the students’ and 
teachers’ homes.  
 
All thirty-one interviews were transcribed and preliminary analysis performed to bring to 
light new issues and themes raised, so that interview prompts could be adjusted for 
subsequent interviews. Interpretations of data were discussed informally with participants 
as part of the member checking procedure and additional materials and adjustments made 
to transcripts from these interactions. 
 
Field observations. 
Rehearsal and performance observations were carried out in July 1997. These 
observations took place at a two-day school music camp and concert performance. Each 
day was approximately eight hours of observation, the performance was two and a half 
hours in length and videotaped. Participant field-observations of classroom music were 
carried out in a twelve-week period from September to December 1997. During this 
period, I observed classes and participant observed classes and rehearsals for three days 
per week, approximately eight hours per day. Field notes were entered immediately on to 
a laptop computer or summarised at the end of each day. 
 
Criticism of participant observation  
There is no doubt that in this research I am indeed a deep insider. As stated earlier, this 
position is one of advantage and unlimited access and knowledge of the site and the 
people in it. It is also a position that is fraught with critical issues of value-laden reporting 
that could affect methodology, data reconstruction, and analysis and interpretation. The 
approach can be perceived as lacking objectivity. Despite the dangers of criticism and 
potential value-laden qualities of this approach, I believe that the case study site and my 
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position as a teacher researcher offered an opportunity to observe theory in practice. This 
position also enabled access and a perspective not available to an external researcher. 
This perspective is privileged and particular to the process and approach of deep insider 
researcher. As Edwards outlines in his portrayal of deep insider research  
  unknown objects can be identified through single, seemingly insignificant 
signs, rather than through the application of laws derived from repeatable and 
quantifiable observations (Luria & Gandolfo, 1986 in Edwards, 1999).  
 
Deep insider research, ‘carries with it the potential for deeper understanding and greater 
insight.’ (Luria & Gandolfo, 1986 in Edwards, 1999). What is important for this research 
is the perspective that this methodology reveals about the system and the parts of an 
organisation as an organic whole. It provides access to insights about the organisation, the 
people in it, and the dynamic interactions that take place between them. 
 
In undertaking a participant-observation case study, I have become aware that all research 
is value-laden and that no question is without preconceptions and prior theoretical 
assumptions. Certainly any question worth answering and spending such a large portion 
of one’s life engaged with carries with it guesses, assumptions and creative hypotheses. 
These are the very reasons that the questions were raised in the first place. It gives them 
meaning and sustains the interest required to engage in a study of this dimension. My 
approach to value-laden research has been to acknowledge it, be ‘upfront’ about it, and to 
put into place ways of teasing out and exploring it fruitfully so that it adds to the process 
of making theory. Within positivistic methods, we hypothesise, eliminate variables and 
test these assumptions rigorously. Qualitative research as an interpretive paradigm is 
nonetheless rigorous but more appropriately conscious of the researcher as an instrument 
of data collection and analysis. In this model of researcher as instrument of research, 
there is an acknowledgement that as a sentient being we are able to critically observe, 
participate, reflect and synthesise an understanding of phenomena. In this process, we 
take into account the context and our role in it as a system of human behaviour and 
develop our sensitivity and awareness of the case. As a musician, this kind of integration 
of intuitive awareness and analytical understanding is highly valued and developed. In 
this study, awareness of my influence upon these processes and the use of self-checking, 
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cross-checking, critical discussion and auditing serves as a constant reminder and 
‘independent conscience’ of the value and honesty of my interpretations. In terms of the 
research questions, these acknowledgements are part of the consciousness that I am the 
instrument of research. I believe that a deep insider researcher can fruitfully observe the 
phenomena of meaning and process in a way that can contribute to our understanding of 
music education. In this respect, I believe the approach has distinct advantages. 
 
Knowing where to look, and who to ask. 
As stated earlier, as a teacher at the site for six years, and as head of performing arts, I 
had taught all students interviewed. All the teachers interviewed were well known to me. 
Samples of their work were available on video and audiotape as well as an intimate 
knowledge of their history and even body language. In interviews, I purposively chose 
participants who had experience with the phenomenon. Each participant had a story to tell 
about his or her experiences with making music. Their involvement with music making 
was over at least a five-year association with the school and they were actively involved 
in music activity. Csikszentmihalyi (1996) in his study of creative individuals, used a 
similar biographical approach to interviews but focussed upon those who had a ‘creative 
life’ from which to observe the phenomenon. Sloboda and Howe’s (1992). study of early 
musical careers also utilised an elite music school to examine children’s musical 
biographies. At this point, I could be criticised for seemingly not including young people 
who did not have a satisfactory or lengthy association with music making, and such 
criticism is indeed valid. This study seeks to identify what it is that students find involves 
and engages them with music making and listening which I define as meaning and the 
processes that facilitate that meaning. To identify this, as with Csikszentmihalyi, and 
Sloboda and Howe, I needed to examine the phenomenon where and when it occurred, 
not look where it was not. Participant observation in the field study takes into account the 
demographic of non-music participants and examines the phenomenon in context. 
Consequently, students who participated in compulsory music activities were observed 
and interviewed within the day-to-day classroom music lessons and school environment. 
Negative cases were actively pursued within the participant-observation field and data 
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drawn from these observations. Interactions were recorded in field notes and the 
researcher’s journal. 
 
Whilst access to the site was assured by familiarity, during the participant observation I 
taught new students whom I did not know prior to the research and who were not aware 
of me. In that sense, I also had the additional perspective of students who had entered the 
school system without a prior expectation of me as a teacher or of music classes at the 
school. 
 
Ready access to site and natural response. 
My access to the site was relatively unobtrusive and the notion that the response to me 
was ‘natural’ was particularly apparent in the field observation. Students and teachers 
seemingly went about their daily interactions without a consciousness that they were 
being observed. With interviews, my long associations with the participants gave me 
access to historical and detailed knowledge of family, instruments and in many cases 
shared memories and experiences. My initial concerns of a power differential between the 
students and music teachers were allayed by the results of the pilot study. The study 
suggested that students were comfortable in interview and that I had developed a habit of 
reflective discussion as their classroom music teacher. I also believe the responses of staff 
were honest. It was the openness, criticism and frankness of the discussions recorded that 
suggested that my position was not influencing these responses. On the contrary, 
participants appeared to value the process and were passionate about accuracy and the 
perceived importance of telling their music stories. 
Access to people 
The access to people was informed by intimate knowledge of the culture and those within 
it. Students and teachers alike mentioned in their interviews a ‘special kind of knowing’ 
that is associated with the kind of relationship one has with persons that you play music 
with. This kind of association, I have come to realise, was also part of my relationship 
with students and staff in this study. There is a sense of shared understanding that is not 
necessarily more intimate but certainly based upon more intuitive and wordless 
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understandings than ‘normal’ teacher-student or collegial relationships. This is indeed a 
privileged access, as Edwards so perceptively described: it facilitates access to part of the 
body language and ‘seemingly insignificant signs’ (1999) that would not be recognised 
by the outsider researcher. 
 
In summary, I put a number of measures in place to establishing trustworthiness and 
authenticity in this research. Firstly I examined the appropriateness of the site, the 
interview instrument and researcher affect upon the interviewees through a pilot study 
(refer Chapter 4). Secondly, I utilised methods of cross-checking and auditing data 
collection, analysis and data reconstruction as described above. Beyond these measures, I 
suggest that I have developed a policy for treating analysis of interview data at ‘face 
value’ rather than imposing deeper values upon data. Where possible, I will allow the 
data to speak with its own voice. Csikszentmihalyi in his discussion of creativity when 
commenting on the interview process and the positive nature of his transcripts 
proclaimed:  
Instead of suspecting these stories of being self-serving fabrications, I accept them at 
face value - provided they are not contradicted by other facts about the person or by 
internal evidence. (Csikszentmihalyi, 1996: 16) 
 
Within the structure of the methodology, cross-checking and variety of data sources serve 
to establish truthfulness of statements made in interviews. The notion of taking interviews 
at face value is one that acknowledges that the interviews do not constitute truth but that 
the participants chose retrospective recollections of those moments that made up their 
story. It is what the participants choose to relate that is important, and this reveals what 
the participant perceives as valuable and meaningful. Indeed the act of memory itself says 
something about its significance and the values placed upon the recollection. 
 
As meaning and values are the focus of this research, I feel that this speaks positively 
about the ability of this instrument to provide useful data about that phenomenon. This is 
not to say that transcripts are not actively interpreted, but that I have not attempted to 
‘read into’ sub-text of transcripts or seek psychological implications of text. I have not 
gone beneath interpretation. Where questions arose from interviews that needed 
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clarification or generated a need for more depth or explanation, these questions were 
taken back to the participant and discussed.  
 
Conclusion 
In conclusion, I believe that the use of a participant observation case study methodology 
serves to reveal deep understandings and descriptions of the phenomenon. It is able to do 
so without dissecting and disturbing the wholeness of the system. It is able to observe 
philosophy in practice and generate thick description capable of putting meat on the 
bones of theory. The diversity of the instruments used provides a variable three- 
dimensional view. The design is flexible and responsive to emergent themes and theory. 
Most importantly, the design recognises the particular and distinctive opportunity for the 
researcher to gather a unique view of the phenomenon in its native environment. The 
method recognises and values this association whilst also putting into place rigorous self-
checking and cross-checking devices to question and strengthen emergent theory. Finally, 
I would add that this methodology is most appropriate to me as a creative musician. I 
believe that making music affects and changes the person who makes it and that the effect 
of this interaction is meaningful. The same is true of all creative acts. Interestingly, I 
found this research to be a little like a random stochastic algorithmic composition. This 
form of electronic music making involves decisions about the parameters of each element 
of music in a creative and thoughtful musical structure. Each time the music is played, the 
performance will be randomised within the parameters set by the composer. Although the 
composer has a strong idea what the affect and outcome of each performance may be, he 
or she is always surprised by the subtlety of the changes that occur at random in 
performance. This research and teaching has been full of surprises and exciting discovery 
beyond anything that I could have anticipated. I know the next note will be C above 
middle C, but what timbre will it be? How long will it last? And what dynamic will it be? 
Research, like composing, is a creative and dynamic process full of surprises and 
challenges, excitement and interest and even pain and boredom - making art has these 
qualities too. Both hold the joy of unexpected discovery and are potentially ‘flow’ 
activities (Csikszentmihalyi, 1994). Both take skill, time and dedication to achieve. The 
maker too is changed, made more complex by the act of making - I feel that this research 
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has done that to me, perhaps even educated my character (Buber, 1969) and led me to 
more complex consciousness (Csikszentmihalyi, 1996). As with composing, the task that 
follows is to communicate and present expressively and in such a way that it affects the 
audience. I believe that this methodology provides the structure and form for this 
communication. 
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CHAPTER 6  
EARLY CHILDHOOD MUSIC EXPERIENCE  
Introduction 
In this chapter I will explore data gathered from interviews in the study which are 
concerned with the early childhood music experiences of students and teachers. The data 
are primarily retrospective reflections on those experiences and the intention is to explore 
the meaning now given to those experiences by the individuals interviewed and their 
views on the processes they experienced. I began by asking the individuals to recall a first 
remembered music experience and followed this with a more open question which asked 
the participants to outline their own personal music story. The ‘first remembered 
moment’ of music experience and the circumstances and context which surround it can be 
important events which are carried into adulthood along with the associated learning 
patterns, behaviour and skills which are attained at this time.  
 
The data is presented first in the narrative as presented in the interview transcript. This 
has been done firstly to give the reader their own sense of the data, and secondly to 
display the process of analysis and interpretation. I have used quite large portions of 
interview transcripts to allow the data to convey meaning to the reader. 
 
The data, drawn exclusively from interviews, provides the basis for narratives describing 
early memories of music experiences before formal schooling and before secondary 
school. This provides a useful description of the meaning of music in the family context 
and the less institutional setting of the home. During the collection of data, I was aware 
that the reflections might be coloured by the participants’ present perspective and that 
memory is a less reliable source of information. I found the participants’ recollection and 
discussions of this period warm and vividly described. The lucidity of responses 
suggested a connection of meaning and music experience as one that was emotive and 
memorable, which enhances the credibility of following this line of questioning. I am not 
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suggesting here that the memory was necessarily factual, but I believe that this kind of 
response indicates the significance of these images in the participant’s music story. 
 
This constructed memory and the vivid descriptions of early experiences is important to 
our understanding of the meaning of music to these students as it gives a sense of the 
value they place upon it. It is significant that most of them do have a vivid early memory. 
Even if this is not simply ‘what happened’ there may have been other things that did 
happened, rather, it is how they construct themselves in their own autobiography that is 
important. They see and remember the experiences in this way and as an important part of 
their life and of who they are. 
 
Meaning and process 
The thesis questions, namely, what is the meaning of music to young people, and what 
are the processes that contribute to development of meaning – are examined here through 
the narratives of individual stories. In this analysis, I am focussing upon the child’s 
perception of the meaning of music within the context of family as well as personal 
meaning. The overall idea conveyed by the data, particularly at this stage of the child’s 
life, is that meaning in both senses is shared and integrated. In the review of literature, I 
quote Aronoff’s description of the role of the teacher as building upon the child’s natural 
responses to esthetic[sic] values’ (Aronoff, 1969: 20). Swanwick and Csikszentmihalyi 
both suggest the notion that the meanings are inherently systemic (Csikszentmihalyi, 
1996; Swanwick, 1994, 1999). This suggests that to fully understand the meaning for the 
child, we need to examine the system of music and include the family, institution and the 
teacher, as well as exploring the role and influence of each. It also suggests that this 
meaning may not be independent but shared with a family or teacher. 
 
Within participants’ memories of early musical experiences, I found reference to 
‘meaning’ operating in three contexts. The first was personal and was concerned with the 
relationship and encounter that the individual had with music making and music. The 
second focussed on the kind of interactions the participant experienced when making 
music in a social setting such as an ensemble, band, choir or orchestra. The third context 
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built upon these to provide a reciprocal interaction of the participant with the culture that 
was represented by the immediate and larger communities of which students were a part. 
Naturally, in the early years, the concept of culture or community is narrower than the 
one we hold later as adults, but it is likely that the smaller community or family shares 
many of these values. In early childhood, community may be constituted by the ‘family’ 
group or extended family.  
 
About the interviews 
I began interviews of teachers and students with the specific question: ‘What was your 
first remembered moment of a musical experience?’ I followed this question with a more 
general and open question ‘ Can you tell me your music story?’ Csikszentmihalyi in his 
study of creativity used this approach to gathering information about circumstances and 
context of creative experiences (Csikszentmihalyi, 1996). Biographical narratives in this 
present study revealed quality information about the person, their context and their 
experiences. 
 
Aim of the interviews 
In the present study, I hoped to apply this approach to gain an understanding of music 
meaning as an aspect of the intrinsic motivation to be involved with and sustain 
involvement with music making. I wanted to examine the circumstances, people and 
places that led to this attraction to music and sustained involvement with music making. 
The notion of music experience being intrinsically motivated has been around for some 
time (Reimer and Wright, 1992), and Aronoff describes the challenge of early music 
learning as an extension of the ‘natural’ or home environment of values (Aronoff, 1969). 
What I hope to examine here is the presence of this intrinsic motivation in early 
childhood music learning. This emphasises music as meaningful in itself without the 
extrinsic notions of what music experience might do for the child cognitively or socially. 
In this part of the study, I was trying to get a more detailed sense of what was happening, 
as understood by each participant, in those early experiences. I asked whether I could 
identify what was happening when the participant was led to develop and continue with 
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music making. Through students’ stories about their music lives, I hoped to perceive the 
kinds of meaning that they referred to when recalling these early experiences. 
 
As stated earlier, I interviewed ten teachers and twenty-one students. I asked both 
students and teachers the same question about how they became involved with music 
learning. It should be noted that in this analysis both teachers and students are considered 
‘music students’ as both are discussing their early childhood involvement with music. 
The data presented here are drawn exclusively from interviews. They provide narratives 
describing early memories of music experiences before formal schooling and before 
secondary school. This provides a useful description of the meaning of music in the 
family context and the less institutional setting of the home. 
 
As I mentioned in the introduction to this chapter, the data are presented as printed from 
the interview transcript to give the reader their own sense of the data, and to display the 
process of analysis and interpretation. To help convey meaning to the reader, I have used 
quite large portions of interview data and drawn fairly extensively from one story at 
length rather than begin with extracts from across the interviews. This has been done to 
give the reader a sense of coherence about the stories. It is not possible to recount every 
story at length, but the interpretive points I will make will draw upon the coded 
interviews across the entire study. The selected stories present a range of types of 
recollection and provide what I believe to be a multiple lens upon the phenomenon. 
Essentially, this enables me to display the notion of meaning from a variety of 
perspectives. 
 
Reflections upon early childhood music experiences 
The idea of asking participants about a first remembered musical moment evolved from 
the notion of a micro aesthetic experience as discussed in my master of education thesis. 
In that study it was described:  
as an experience which is very attractive. Rather than constituting a complete 
aesthetic product, it is in fact the smallest unit of creative experience. It is the ‘seed 
of creativity’ and is associated with what Csikszentmihalyi calls ‘flow’  
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(Csikszentmihalyi, 1994). It is a strong initial attraction to music making. (Dillon, 
1995) 
 
This significant relationship with music was noted amongst students interviewed in the 
pilot study (refer Chapter 4) and seemed to me to be related very strongly to the question 
of meaning and music, hence its inclusion as an interview question. 
 
Peter’s Story 
Peter, taught primary classroom music at Farnsworth for five years. His story of early 
childhood musical experiences raises several aspects about the meaning of music for this 
analysis. 
Steve: Peter can you remember the first and any small moment in your life when you 
first became interested in music and music making? 
 
Peter: It's very hard to pinpoint one particular moment. My father is a musician, he 
plays the piano, and being from a church family background, music was very 
important to us as a family. Music was always part of our worship and celebrations. I 
was exposed to a lot of singing and playing; it was just a part of our life.  
 
I remember when I was living in Israel as a 6-year-old, one of my American friends, 
was learning the recorder and they were playing quite well. I was interesting in what 
I saw, and heard and really wanted to join in. The teacher was an old German lady 
who lived in the same big house, that a number of us expatriates shared. Her husband 
was the main director of the hospital that my dad was working in as a surgeon. 
During my first recorder lesson I remember her pinching my fingers to tell me 
exactly where my fingers should go in the holes. I really enjoyed the whole idea of 
learning an instrument and making musical sound. 
 
We returned to Australia when I was starting Year 3 and I was very fortunate to be at 
State Primary School that offered guitar lessons. Mum bought me a cheap three-
quarter-size nylon string guitar, which I soon got the hang of. For some reason I had 
the ability and motivation to make sounds easier than the other kids and I was being 
acknowledged for my efforts. It was something I could do that my dad couldn't do. I 
was able to pick up chords fairly simply, I knew most of the basic chords by the end 
of Year 3. 
  
It was also in Year 3 that some Year 7 students came back to primary school to 
demonstrate their electric guitars to us. This kick-started my fascination with Rock 
and Roll. 
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[Later in the interview I asked Peter to build on this early micro aesthetic experience and 
tell me his music story.] 
 
Steve: Now you've moved around a bit in your life. Can you tell me your music story, 
how you started to play, people who may have influenced you, circumstances or 
environments? 
 
Peter: I've already touched on some. I think my father was a big influence on me 
musically. Even though he was classically trained, his love of performing and his 
love of music is something that I emulate. My German recorder teacher is still alive, 
and I saw her only a few years ago and told her she was a big influence.  
 
There have been lots of teachers that I've had. One that stands out was my woodwind 
teacher Mr. D at the new school that I attended from Year 5 to Year 12. He was a 
Scottish jazz saxophonist who used to be a professional musician during the War 
years. His love of music just spilled on to me as I learned the clarinet and then the 
saxophone through his guidance. He inspired to learn, enjoy and appreciate jazz 
music.  
 
At that stage there weren't a lot of opportunities at the school for me to be involved in 
jazz and other contemporary groups so I tried to create the opportunities for myself. I 
formed a band outside of school, more a rock band than a jazz band, and got involved 
with what jazz there was at the school.  
 
Steve: Can you tell me about the relationship with this teacher being  
‘inspiring’? Can you tell me why that might be? 
 
Peter: I remember listening to him play but also listening to him tell his story about 
life in Scotland back in the 40s and 50s. I was inspired by the way he dedicated his 
whole life to music and the way he instilled his love of music into his students. I 
aspired to be like him. (I.T. 10/1/98) 
3
 
 
The meaning of music for Peter. 
Peter outlines quite clearly what music meant to him. Music is meaningful in a social 
sense as it extends through his family, church, primary and secondary school music 
experiences. He shows an attraction to it through friends and family and even seeks it 
through starting his own groups both in school and out. In a relationship context, the 
social extends to his desire to ‘emulate’ his father’s love of music and he sees a 
                                                
3
 I= Interview, T= Teacher S= Student, F= Field notes, J= Observer’s Journal 
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competitive side to learning an instrument that his father does not play. He ‘aspires to be 
like’ his saxophone teacher and I might venture to suggest that he wants to share in the 
personal meaning shown by his teachers and family. In a sense he is attracted to their love 
of the instrument and playing and seeks to share in that meaning. He suggests that the 
image of playing and the achievement of playing have been great motivators for him. The 
encouragement he received from his immediate cultural setting was significant for him. 
He ‘really enjoyed the whole idea of learning an instrument and making musical sound’ 
and his ability to ‘pick up chords really simply’. There is evidence here of the internal 
and personal satisfaction, the social relations and the reciprocal response of his family 
and community. 
 
This story is about personal achievement but also something that is projected publicly. 
Peter was interested in ‘what he saw and heard’. He was attracted by the image and sound 
of playing music. The recorder players, his father, the saxophone teacher and the young 
rock guitarists -all influenced his perception of music. He was drawn into different 
aspects of the discourse through these aural and visual experiences. In terms of process, 
Peter is acknowledging the strong influence that teachers and parents making music had 
upon his attraction to music making.  
 
Edward’s story 
I would like to pursue these ideas about meaning further here in an analysis of a narrative 
that shows a recollection of personal meaning. Edward is a seventeen-year-old who plays 
both clarinet and guitar who began experiencing music with his father as a toddler. 
 
Steve: Now Edward, can you tell me about your first memories of involvement with 
music? 
 
Edward: Well, I can't remember the age, but it would have to have been before the 
age of five.  
 
Steve: So preschool? 
 
Edward: Yes, my father was a rather good clarinet player and his father was a great, 
jazz clarinet player and used to play around quite a bit and Dad loved music and 
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loved playing his clarinet. Quite often on weekends he would pull out his old music 
box from the cupboard and play a few songs through and I used to love sitting there 
listening to him. And one day he bought me a recorder and he used to play his songs 
and I used to pretty much ruin them by playing the recorder all through them, but it 
was good fun – I used to love doing that. Then my Dad passed away so I sort of 
wanted to continue the love of music type of thing partly because of that and because 
I really enjoyed playing music as well, so that's probably my earliest recollection.  
 
Steve: So does it make you feel close to him when you play? 
 
Edward: Especially when I'm playing the clarinet.  
 
Steve: So you are now playing clarinet and guitar. Tell me your  
  life story as a musician, .the teachers that have influenced you –  
  your relationships with them, good and bad  
 
Edward: Well my next step would have been that I would have been in early primary 
school years and the Australian boys choir came and I did a few auditions for that 
choir and I got in. So I was a second soprano, I think, and I sung with them for about 
five years and apart from anything else they gave me a good background in theory 
and that. I had a pretty good idea of theory side of music, more than most of my 
friends. Also my aunty was a big piano player, she still is and she one day for one of 
my birthdays when I was in Grade 5 she gave me a glockenspiel and I used to love 
that thing and I listened to all my favourite songs and figured them out on my 
glockenspiel. Doing things like that I didn't find that very difficult and everyone was 
incredibly impressed and in Grade 6 we had a little glockenspiel ensemble and we 
played. 
 (I.S.Edward: 9/7/97) 
 
The meaning of music for Edward 
For Edward there is also an explicit family connection here and a clear expression of his, 
own love of music. The personal aspects of music related to closeness to his deceased 
father through clarinet playing provided a touching moment in the interview. Similarly, to 
Peter, his musical achievement impressed his family and friends, giving him an encounter 
with the cultural aspects of music meaning that affirmed the value of his involvement. 
The encouragement and sense of belonging to the family and community provides a 
strong motivation for continued involvement. His experiences with music as a social 
experience in the Australian Boys’ Choir are also mentioned. He attributes the 
development of his analytic understanding of music to these experiences. People playing, 
and people who are prepared to share their playing, and involve him in playing music are 
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also prominent in this interview. He mentions his father, grandfather and an aunt as 
important influences. As with Peter’s story, these people demonstrate their own love of 
music and involve him in music seemingly without judgement. They encourage 
involvement and provide the opportunity to share their experience. Both participants 
describe a similar immersion in music making, beginning within family and then 
radiating outwards to new experiences in institutional music making. The idea of a 
relationship where the student is taken into the life of the musician, be it a relative or 
teacher, suggest, evidence of Buber’s concept of immersion in music learning as an 
inclusive relationship (Buber, 1969).  
 
Aronoff’s notion of maintaining and developing the child’s natural esthetic response 
(Aronoff, 1969: 20) is also apparent in these transcripts. These notions alone provide 
interesting ideas, which might inform the process and development of music learning 
during this time. 
 
The following story from Linda describes music meaning to her further. 
 
Linda’s Story 
Linda’s first musical experience 
Linda is a seventeen-year- old student saxophonist in Year 11 who began her music 
education as a violinist. This extract describes her first experience and the effect it had on 
her family. 
Linda: I was four years old, and it was just before my birthday And I still remember 
the picture of me sitting in front of the TV and there was a Philharmonic orchestra or 
something with a solo violinist and I remember exactly when I first went ‘ ohhh’ 
[gasps and laughs]. I don’t remember anything else about being four except just this 
vision of a violin player getting a standing ovation from so many people, and 
sounding so good. And I just went [loudly] ‘Mum I want a violin, now.’ And she had 
never seen me so instantly interested in something and she said ‘Oh my God better 
get her a violin now. So, I got one for my birthday. And I loved just the whole thing 
from there, from this one vision. 
Steve: So you heard really nice playing? What attracted you about the playing, was it 
the whole thing? 
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Linda: Just the whole concept of so many people being so interested in something 
that you had a talent for. And just being able to stand up in front of so many people 
and saying look, this is what I’m good at. (I.S. Linda: 5/3/97) 
 
Linda’s Teacher 
In the interview with Linda, she mentions that her experiences of the violin on television 
at age four included the idea that ‘it sounded so good’. However, the comment about how 
it sounded is not as strong in her retelling of the story as her comment about what she saw 
happening there: a vision of a violinist, ‘the standing ovation’, this one ‘vision’. As 
interviewer, my follow-up question tried to probe further about what was important here, 
‘Was it the whole thing?’ Her answer does not refer to the aesthetic experience of sound 
at all, but to social and personal meanings. Even more importantly, she describes how 
doing ‘something that you had a talent for’ would place you in relationships with other 
people and the community.  
 
This kind of inspiration is common amongst young children and I am moved to ask why 
this instance is different. Why does Linda move beyond an image of herself playing to a 
reality? The answer may lie in her parent’s response and the quality of interaction she had 
with her first teacher. What is outlined here might be seen as an exemplification of what 
Aronoff has pointed to as a music experience needing to build upon the natural aesthetic 
responses. Linda describes her teacher: 
Linda: I had a very good violin teacher. She was incredibly patient but she was 
always pushing me to be better but without pushing me too hard. And I had lessons 
with her for six years. And she saw me all the way through... like she was so 
incredibly positive about everything that I did that it gave me the basis for, do you 
know what I mean? 
 
Steve: The foundation for your talent for music? 
Linda: Yeah. 
 
Steve: Was she a particular kind of teacher? Was she a Suzuki teacher or were you at 
Steiner school at the time? 
Linda: Yeah she was a Suzuki teacher and I was at Steiner but she taught me 
privately, outside of the school thing. But she encouraged me to be in things at 
school like the school orchestra. 
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Steve: So, what was so special about her? How did she teach you? Did she make it 
fun? Was she firm and fun? So, what was the character that this teacher had that 
made you really enjoy it for that six years? 
 
Linda: Well because it was so long ago that when someone says ‘Lana’, I just get 
this picture of her. She was always smiling. She was never ‘No that’s wrong’ 
(affected voice). She was never, she was always positive. No matter how badly I 
played; she could always pick out the positive things. And she was never in a bad 
mood, never had a bad day. 
 
Steve: Did she play for you? 
 
Linda: Yes and she accompanied me. Because that’s what I wanted to be, I wanted to 
be the solo person. And so from five years old I was playing with an accompanist 
and being the one in charge, and going, look, this is how it goes. And she was always 
(pause) like, she’d point out the things that I did wrong, but she wouldn’t dwell on 
them.  
 
[When asked about her teaching style]  
 
Linda: I just had a connection with her. I just thought…. it was just awe, I just 
thought, every time she picked up a violin my mouth would just drop open. And it 
was having such a great respect for how good she was. And how good she thought I 
was. 
 
Steve: She made you feel confident? 
 
Linda: Yeah, that I could be as good as her or as good as the guy I saw on TV. And 
she’d always make a connection between what I was doing at the time and what 
someone else did in front of ten thousand people. (I.S. Linda: 5/3/97) 
 
Building on natural aesthetic responses 
Linda’s story displays what appears to be an effective building upon her natural 
responses. In her recollection, the teacher appears to have understood her attraction to the 
violin and built upon it. She took the child into her own life as a musician and provided 
the child with experiences and ‘tastes’ of realising her ambitions. She made Linda feel 
that she ‘could be as good as her or as good as the guy [she] saw on TV’. Presented here 
is a strong emphasis upon Linda sharing in the teacher’s love of music, experiencing 
through her as well as having an experience of her own. This kind of music interaction is 
intimate and intense. 
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Apparent in all the interviews presented is an attraction to music as an image. There was 
a very strong association with the sound made by the teacher or parent playing. The 
students felt that they could make sounds like that themselves and they were attracted by 
their own achievement toward those ends. There is a sense of personal satisfaction in 
music making, an attraction to making music collaboratively in a social sense and a 
conscious awareness of how their music making is received and responded to by family, 
friends and community. 
 
These transcripts represent the ‘lucky ones’– those fortunate enough to have musical or 
appreciative families and with the financial resources to facilitate private lessons. These 
students also expressed an interest in music themselves. Amongst those interviewed there 
were those who came to music through parent-guided experience and who did not find 
music immediately attractive. There were also those who may not have been in a position 
to access private music lessons. The next section of this analysis examines these through 
two interviews. 
 
James’ story 
James is a twenty-four-year-old piano/synthesizer teacher. He talks here about why his 
parents introduced him to music and how he felt about it. 
James: I can’t remember, I think my parents thought it might be a good idea for me 
to learn piano or to learn an instrument, and piano was what they ended up deciding. 
I can’t remember whether or not at the very early stages whether I was excited about 
it or ... I really can’t remember what my reaction was, but I know the reason that my 
parents wanted me to do it, was because they both enjoyed music themselves. They 
both thought that it would be a worthwhile thing, that I could get some benefit from 
it. They are both musical in a sense, neither of them call themselves musicians, they 
wouldn’t call themselves musicians in that sense, but they both enjoy music. Like, 
my father comes from a musical home and my Mum plays a little piano and that sort 
of stuff. But I think that they were keen for not only myself but also my brother and 
sister to have some musical experiences and they thought it was worth something.. 
(I.T.James: 28/10/96) 
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James’ parents believed that music was ‘worth something’. They involved him in their 
valuing of music and he shared in this despite, as we later learn, not being particularly 
motivated by it. 
 James: I started first, being the eldest, and although I can’t remember what I thought 
of it initially. I know that a year or so into it I didn’t enjoy it a lot. I was in about 
Grade 3 or 4 when I started. It might have even been the end of Grade 2. I know that 
when you’re in grade three or four you don’t really care about stuff like that. It’s 
more fun mucking around with your mates, on your bike and things like that. So I 
much preferred doing that sort of thing and I found practising and going to lessons a 
real chore. And often I would try and do anything I could to get out of it. And so at 
that age it wasn’t something that had much of an impact on me in terms of something 
I really enjoyed and looked out for. It was just part of the week that I just had to do.  
 
But my parents said that they wanted me to keep learning until I reached a certain 
grade of exam or something - I think it was grade 4 - and once I reached Grade 4 
[Australian Music examination Board Grade] I could make a decision as to whether I 
wanted to continue or not. They felt that it was important that I stuck it out for a 
period of time where I would get a good enough experience of it to make an 
informed kind of decision, where I was just saying, ‘I hate it, I hate it, I hate it’. I 
think the reason I hated it was it involved the type of learning where I had to sit down 
in a room, and there’s no way that you can get around practising, you can’t just do it. 
You’ve just got to spend that time at your machine, which for me was the piano, and 
just work on it and it was such a frustrating thing when you don’t know how to play 
it. Its a hard thing to learn and I think that was why I didn’t like it so much I was 
much more interested in a lot of other sort of young boy things, I guess. (I.T.James: 
28/10/96) 
 
Comment 
James like many children, responds ‘dutifully’ to his parents’ request to involve him in 
music learning or is doing it without questioning it. When he does suggest that he doesn’t 
like the experience because he prefers to spend his time ‘mucking around with his mates’, 
his parents’ response is to give a structure to the learning that they value. They also place 
a further emphasis upon commitment. It is the inescapable ‘hard work’ which is the turn -
off for him. In this next narrative, you can see that the social holds an appeal to James.  
This is further developed later in the interview when he begins to learn the clarinet: 
 
James: My parents were my initial influence in that they wanted me to start and I 
perhaps became more interested in music in general when I changed primary schools 
and some of my friends and a couple who were cousins of mine were in the school 
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band. We had a little band at the primary school and they had things like clarinets, 
brass instruments, and things like that. And it was run by a very nice elderly 
gentleman bandmaster who came in once or twice a week and I really wanted to be in 
the band ’cause some of my friends were. I really wanted to play drums, like 
everybody. This is when I was in Grade 5, or something. I really wanted to play 
drums and the bandmaster said ‘we’ve already got a really good drummer’, and I still 
know that drummer, he’s been over in New York and I use to bump into him 
occasionally. One day he came into the class and he said, ‘I know you wanted to join 
the band but there’s no drum spots available but I do have a spot on clarinet’. And I 
had no idea what a clarinet was I didn’t even know if you hit it or blew into it or 
what! I said, ‘yep I’ll play that.’  
 
Steve: You were still playing the piano? 
 
James: Yeah I was still playing piano, but I think what I really enjoyed was being 
able to play with other people and participate in an ensemble situation. And I got 
relatively good at clarinet for my age and for the intensity that I was having lessons. 
It was a fairly relaxed affair, but I guess you could say that I proceeded to be one of 
the more proficient clarinetist, by the time I was in Year 6 which was as high as that 
school went to, so I began to enjoy things. And also, I think it was because I had the 
friends who were playing, too. It made me a bit more motivated, just turning up to 
band with a couple of my mates was a bit of fun. And I don’t know whether I related 
much of my piano playing to what I did in the band. I think it was more a social 
experience, but it probably wasn’t until I was in Year 7 at high school that I met a 
whole bunch of other people and I happened to meet a whole load of people that 
enjoyed music and started seeing these other bands at school like the concert band, 
and some kids started making a rock band. (I.T.James: 28/10/96) 
 
From isolated learning to social meaning 
James’ story shows a journey through isolated music learning associated with piano and 
the change of environment to a social one where there were more of his friends and 
relatives who played music. The social aspects of music making became James’ micro 
aesthetic, but for him it was not an instant experience, rather one that took several years 
before it was realised. The idea of gaining access to meaning ‘later’ in the student’s 
experience, and as a result of parent structured learning, is noteworthy and also is 
representative of the experiences of a number of other participants in the study. James’ 
movement into a career as a musician pivoted upon his gaining of a social meaning. Once 
activated, his prior learning became valuable, and gave him access to personal expressive 
meaning and associated cultural meaning. There is a synergy that connects these levels of 
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meaning and that allows them to exist independently and in powerful consort. The 
difficulty lies in the productive tension between the analytical experiences of practice and 
repetitive learning and the intuitive ‘flow’ experiences gained through more intrinsic 
means (Swanwick, 1994). Students of music need to maintain the engagement in both the 
realms of intuitive and the analytical. The mastery of good teaching is about being 
perceptive about the student’s development and balancing these factors. It appears that 
participants describe a ‘good teacher’ as one who is aware of what motivates the child 
and can also take the child into their own love of music.  
 
What of those who do not have access to music learning through a private teacher or a 
musical family? What can we say about those who had access and did not find the 
experience motivating? James was not intrinsically motivated by his music experience 
until he gained a social meaning through a school band. Does this suggest that 
commitment and motivation came from extrinsic means or a sense of ‘duty’, or was it as 
it may have been for other interviewees – that the meaning was unspoken or shared? It is 
for these reasons that we need to examine institutionalised music. These forms of 
interaction may provide access to other meanings. 
 
Institutional music learning 
Among the thirty-one teachers and students interviewed, twelve began learning music for 
the first time in their primary years. Many learnt through some form of community music 
making institution such as a choir, whilst others gained access through individual or 
ensemble lessons at school. What is most apparent from examination of the interview 
data is the lack of opportunity for music learning in primary education, with the exception 
of those who were at an independent school. The main opportunities arose from formal 
choirs such as the Australian Children’s Choir and the Australian Boys Choir, some Orff 
percussion in classroom music, recorder or a junior musical production and one brass 
band. Overall, the participants’ primary music experiences support research that suggests 
that access to music in primary schools in the state of Victoria is limited and inconsistent 
(Leirse, 1999). In a few cases, those who attended independent schools had access to 
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‘user pays’ private music lessons at school and in several cases students participated in 
instrumental music lessons in small groups.  
 
For the participants who attended state primary schools, access to music appeared to be 
limited to choirs, recorder and musical productions. The kinds of music experience 
represented by choirs and productions in particular, whether in the primary school or 
within the community, suggests a powerful influence on early experience and musical 
training as a social form of music learning. This kind of music learning is accessible due 
to its mobility and low expense. In a negative sense, this form of music learning is often 
audition based and in this respect is elitist and restricted to the talented few rather than 
providing access for all. 
 
The importance of the early childhood music experiences, which occurred in institutional 
experiences of school and community, is that they represented social and collaborative 
learning rather than the kind of learning found in private studio lessons. I would like to 
examine this phenomenon further as a process and discuss what it might bring to the 
meaning of music to the student. We have already seen the effect such learning had upon 
James and Edward, who both had access to private music lessons but also had 
institutional/ensemble experiences. Whilst asking participants to relate their music 
stories, I probed interviewees to discuss music at their primary school and church, and 
their membership of choirs and bands.  
 
Wendy is a seventeen-year-old singer who sings in an all-girl rock band and a female 
vocal ensemble. Her initial involvement with institutionalised music experience came 
from a children’s choir: 
Wendy: I did the Australian children’s choir when I was about eleven. 
 
Steve: And what was that experience like? 
 
Wendy: I really enjoyed it, I really enjoyed performing, and I really liked the songs 
we played in the choir and stuff. 
 
Steve: So, what were the learning procedures in the Australian Children’s Choir? Did 
you learn exercises and warm ups and things like that? 
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Wendy: Yeah we didn’t go straight into the songs. We did a lot of exercises I think. 
Yeah, and I had a really good teacher I was really impressed by her. I thought she 
was wonderful. 
 
Steve: So describe your relationship with this singing teacher. Did she teach you in a 
group? 
 
Wendy: Yeah 
 
Steve: How large was the group? 
 
Wendy: It was quite large it was twenty or more. 
 
Steve: And yet she was still able to have an effect on you? A bit of magic, why do 
you think that was? 
 
Wendy: She was really friendly and fun and stuff. She reminded me of my older 
sister I think. 
 
Steve: Did she have a nice voice herself? 
 
Wendy: Yeah, she had a beautiful voice. 
(I.S.Wendy: 31/7/97) 
 
Wendy displays the positive experience of learning music in an ensemble and part of her 
attraction to the teacher is a positive comparison to her older sisters. The group learning is 
immediately social but the reference to her family provides another kind of connection to 
the transfer of Aronoff’s natural aesthetic response. Not all experiences with group 
learning are positive. Janet a sixteen-year-old orchestral percussionist and rock drummer 
outlines her difficulties with learning instruments in groups: 
Janet: I learnt the keyboard for a little bit, but that was a whole big class. There was 
about fifteen of us learning from one teacher so it was very difficult especially when 
I didn’t have a keyboard at home. And when it does take me longer to pick things up, 
I need to practice them more than other people. I find that in everything I do, I really 
need to practice to get it down, so yeah, I struggled with that. (I.S. Janet: 21/12/97) 
 
Numbers and access to an instrument to practice frustrated her progress. John, a twenty-
year-old ex student who played guitar in a rock band, speaks about his early frustrations  
with group learning in primary school: 
John: The guitar teacher at the primary school, I don’t think she was great, she didn’t 
really have an approach that really made me understand the music. For the first two 
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years, I think, I was playing sort of chordal pieces, strumming. And then in the third 
year, when I played at primary school, we did picking individual note, kind of stuff, 
and I couldn’t see any connection whatsoever between these two. 
 
[Later in the interview, I asked him about the relationship with his teacher.] 
John: I can’t remember that very well, it was probably like the relationship with most 
teachers in primary there wasn’t much there. 
 
[And the method employed] 
 
Steve: So she was just going through a set list of things? 
 
John: She was just there to keep us occupied for the half-hour or whatever and that 
was it. We did one or two small performances for parents. (I.S.Sandra & John: 
21/12/97) 
 
John’s frustration was with the quality of the teaching and his lack of understanding. The 
relationship with his teacher has none of the fondness of Linda’s experience or even 
Wendy’s choir leader: sadly, the teacher was perceived as there merely to keep them 
occupied. 
 
In students’ constructed memory, recollections of music teachers, they often described 
what they considered to be good music teachers. They seemed to combine the personal 
(nice personality of teacher, as an attractive person), the talent of the teacher as a good 
musician, and appropriate encouraging pedagogy. John’s encounter with a music teacher 
(above) outlines what happens when several of these elements are missing or below 
expectation. Social reflections of their achievement were also a part of their story: it was 
not simply that they enjoyed the sounds they were producing, though this was part of it, 
but that others – friends, teachers – gave them messages that they were achieving highly.  
 
School productions/musicals are also a great social attraction, often involving several of 
the performing arts (dance, drama and music). Holly, a fifteen-year-old singer, describes 
her first involvement with singing at school: 
Holly: I used to always be vocal and just sing and that sort of thing ... Then in Grade 
5 when I was asked to be a lead in a play at primary school and that, really I thought 
‘wow, I must have an okay voice’ then that was the first thing that really made me 
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interested in singing. I’ve always liked singing but when I was asked to be a lead in 
this play. There were two casts and the other girl in the other cast she was a fantastic 
singer and I thought I mustn’t be too bad then. That was the main thing. I hadn’t 
thought of me being a singer at all. From there I came to Farnsworth and had lessons 
here and I just love it, it was just something that I do as a hobby, it’s just great. (I.S. 
Holly: 16/4/97) 
 
Many students begin their association with music learning through collaborative activity 
within musical productions. There was a social affirmation or recognition of Holly’s 
ability as a singer, which added to her self-esteem. Certainly, the social and cultural 
meanings seem present in these stories of institutional learning, but what they share with 
those who had access to private lessons is the quality of the teaching relationship. The 
negative cases presented highlight this factor quite disturbingly. Where students had poor 
relationships with teachers or the teacher focused upon drill and practice to the exclusion 
of the child’s interest and attraction to music, participants reported being ‘turned off’ the 
teacher and often music learning itself.  
 
I would suggest that the meaning of music for a child at this age is more likely to be 
found in the affective and intuitive aspects of experience rather than those that might 
result from reflection. This certainly supports the arguments in the literature about the 
intrinsic nature of music being the natural focus of music learning. The evidence 
presented in this case suggests a wordless meaning that is experienced as feelings rather 
than understandings and as intuitive rather than declarative knowledge. The ‘meaning’ of 
music for young people in this part of the analysis is to be found in narratives which refer 
to these intuitive and shared meanings. There appear to be two distinct approaches to 
learning music, which constitute music experience in early childhood, individual or 
private music lessons and group or institutional learning. Both offer a perspective on the 
child’s perception of the meaning of music. Early childhood music experiences are 
defined in this analysis as those that occur before commencement of secondary school. 
Within the data collected the majority of music experiences were of the studio or 
individual lesson variety whilst a few students had experiences through institutional 
learning such as community choirs, bands or primary school. 
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The location of meaning-Where is the meaning of music? 
From the discussion of data concerned with early childhood musical experiences, the 
meaning of music to young people seems to be located in three primary areas of the 
child’s life. The first is; that of the personal, where the activity and experience of making 
music are intrinsically motivated and there is ‘flow’ from the experience itself and the 
ability that the music making activity has to communicate with self. This constitutes what 
I would like to term ‘intra-personal meaning’. As discussed earlier, this meaning may 
involve a kind of ‘living through’ the teacher’s experience at this age, a sharing in the 
teacher’s joy of experience. Something of this personal pleasure is evident when children 
play along with the teacher or experience satisfaction of their achievements in playing 
music. 
 
Secondly, music has meaning in the social sense – that is, making music collaboratively 
with others in ensembles, choirs, bands and orchestras. Communication and meaning is 
then ‘inter-personal’ or about the relationship of self and others.  
 
The third area of meaning is located in a combination of those mentioned earlier and I 
have termed this cultural meaning. This constitutes what the individual experiences as 
someone who ‘is musical’ or has musical experiences that are expressive, which results 
from their inter-personal and intra-personal experiences with music making. 
Fundamentally, this is a sense of well-being and self-esteem gained through music 
making and it is predicated upon a reciprocal interaction of the music product and the 
music maker with the community. This is a distinctly reciprocal and communicative area 
of meaning dependent upon affirmation of the music maker by the community and 
acceptance of the community’s values as worthwhile by the maker.  
 
I became aware of this idea, after interviews with school counsellors and pastoral care 
teachers who frequently made the comment ‘I didn’t know he or she could do that’ as a 
significant part of student self-esteem development. The idea of a ‘cultural meaning’ 
refers to the student’s performance or creative making as an interaction of self and the 
cultural aspects of community, which presents another side or complexity to how we are 
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perceived by others. Csikszentmihalyi (1996: 222) describes an area of meaning where 
the individual forges a unity with universal values and I believe that this was what I was 
able to observe in the case study. The notion of universal values is used here I believe to 
represent those universal within a distinct culture rather than implying a universal that 
takes in all of humanity. For this reason I have chosen to use the term Cultural meaning 
rather than universal in this thesis. Rather than appearing as a continuum or a progressive 
sequence of meanings, these meanings appear to constitute different kinds of ways in 
which students enter or are attracted to music making and sustain an involvement with it. 
 
The data presented here suggest a noticeable connection between these forms of meaning 
and the attraction, and motivation, to continue to be involved with music making of 
participants. Such an attachment to a larger goal or meaning would account in some 
respects for time engaged in less immediately gratifying pursuits in music making (for 
example repetitive practice, technical work, theory). 
  
I am wary of making too broad an analysis of the information gleaned from this data. I 
would not suggest that the availability of quality music learning experiences in primary 
schools is limited to those who have access to music through independent schools or the 
‘talent’ to join public children’s choral groups and school productions. In a sense the 
social music learning becomes a ‘pseudo family’ experience. What appear to be 
successful and influential experiences are those which involve social and collaborative 
learning such as a choir or school production. The social and collaborative aspects of 
institutional learning appear to have attracted James to playing the clarinet in a more 
positive way than his experiences with piano. In Linda’s case, learning the violin, the 
initial image was of the violin performer getting a standing ovation. This was an interest 
which when combined with the teacher, made up an important part of her initial 
involvement and impetus to continue. This aspect of institutional contexts provides 
meaning to individuals because of its social dimensions. This aspect of meaning is one 
that is in need of deeper analysis within the context of school music at secondary level 
where the data are greater in quantity and thicker in description. The meaning of music to 
young people within institutional experiences of school and community is bound up with 
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the social. It is this which acts as part of the intrinsic motivation for involvement and 
continued participation. Learning in this sense and at this age is largely experiential, as is 
the meaning.  
 
Conclusion 
What is suggested by this analysis is that each of the ‘meanings of music’ - the personal, 
social and the cultural are potentially motivational aspects of learning music. They may 
occur in combination or individually. They might also not be apparent until a 
considerable amount of ‘work has been done’ which enables access to them, as with 
James. Until this occurs, I would suggest that it might be enough for a child to be 
immersed in someone else’s love of music - their family, a teacher, or even a group’s 
collective fervour. This involves experiencing the meaning of music through others and 
sharing the family or community’s valuing of music. The most significant points raised 
about the processes of music learning gained from this analysis refer distinctly to the 
relationship between teacher and student. This suggests that teachers need to be able to 
involve the student in their own lives as music makers and that they are able to recognise 
the development of the child’s own aesthetic responses. Buber’s suggestion that the 
educator stand at both poles of the bipolar relationship is ‘made flesh’ in students’ 
responses outlined here (Buber, 1969). The intimacy of the private music lesson 
represents the opportunity for musical development of individuals, which gives access to 
personal expression as well as to a social discourse of music making. The skills learned 
are conscious, deliberate and only contextual in performance. The institutional experience 
is built around the context of music making as a group, the aim of which is performance 
and the meaning of which are socially expressive and shared by the community or 
culture.  
 
The meaning of music to the child is mutually dependent upon process. The ‘successful’ 
processes as suggested by the stories outlined here imply a need to balance the intuitive 
and emotive aspects of music and the analytic and skill base required to perform it 
expressively. It is suggested that one may be reached through the other but it is only in 
making music in context that the two come together and are capable of giving meaning 
The Student as Maker Chapter 6– Early Childhood Music Experiences 
 124 
that communicates with others or self. Keith Swanwick summarises this synergy and the 
importance of music as valued knowledge: 
This is where the ultimate value of music lies. It is uncommon sense, a celebration of 
the imagination and the intellect interacting together in acts of sustained playfulness, 
a space where feeling is given form, where romantic and classical attitudes, intuition 
and analysis meet; valued knowledge indeed. (Swanwick, 1994: 41) 
 
The point this raises about theory is an understanding of what constitutes an intrinsically 
motivating experience. Music activity is not always intrinsically motivating. The image 
of playing sometimes does not match the reality. Many hours of practice precede 
performance. The process of repetition, analysis and skill development is not always 
related to the outcome. Performance and social music making sometimes constitute a 
frightening, self-esteem destroying experience. So what turns these potential ‘turn-offs’ 
into effective music education, that leads to a satisfying and meaningful pursuit? The 
suggestion here is that it is ‘living through’ the experience of others and a sharing the 
meaning. The teacher and the student’s relationship with them seem central to the success 
of music learning in both the private and institutional settings. The meaning of music to 
students in a school is the focus of the next chapter. 
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CHAPTER 7  
THE STUDENT AS MAKER OF MEANING IN SCHOOL MUSIC 
EDUCATION 
 
Introduction 
The focus of this chapter is upon the meanings that students attach to music experience in 
the school context and the issues raised by these portrayals of meaning. I have suggested 
that the meaning gained by students is linked to the nature of these experiences, and 
intrinsic motivation is derived from their success. In the previous chapter, I identified 
three areas of meaning- the personal, the social and the cultural. I will now explore these 
meanings further in the school context. Primarily, I will examine the meaning that 
students attach to music, through the narratives of students interviewed. I will build upon 
themes arising from analysis of narratives and examine what teachers and field 
observations add to them. To begin, I will discuss the sense of self that students talk 
about, and the part that music plays in that. The three areas of meaning outlined above 
will be used to structure the discussion. Representative quotations will be used within the 
discussion to give the reader an overall sense of the evidence that supports the themes 
that have arisen from data.  
 
Personal meaning 
Luke, a seventeen-year-old rock guitarist, described what music meant to him 
when he said: 
I don’t think it has to be good to get a kick out of it. And, I don’t think other people 
have to hear it for you to get a kick out of it either. (I.S. Luke: 4/6/97) 
 
I define personal meaning here as the meaning gained by an individual engaged in 
making music privately. Luke is describing a self-contained attitude, one where music 
making is personal and not judged externally. He is not suggesting that quality is 
unnecessary in this context, but that the standard and the pleasure gained from making 
music privately is self-determined. He is talking about the pleasure gained from his 
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personal experiences with music making. His definition of what is considered ‘good’ in 
music making is the quantifiable technical and analytic aspects of music making. Several 
interview participants spoke of a deeply personal encounter with music making. 
Two further aspect of this idea are provided in the following quotes: 
Colin, a sixteen year-old multi-instrumentalist, describes his personal satisfaction and 
self-drive: 
 
You’ve got to get your enjoyment out of it, of what comes from inside you, not from 
what other people say to you. (I.S. Colin: 13/3/97) 
 
Margaret, a sixteen-year-old composer, describes her sense of engagement: 
 
I like that, [composing] because you are in your own little world, having an 
experience that no one else can have. (I.S. Margaret: 21/3/97) 
 
What they are saying is that this is a realm of personal satisfaction, ‘flow’ gained from a 
personal encounter with music making. Some participants described a need to express 
themselves in this way; others saw it as integrated with self and something they would 
always do a kind of intra-personal communication with self. Most powerfully the data 
gave a sense of the effect of the encounter that provided a change in consciousness, which 
led to making the self more complex through the interaction. This suggests that the 
personal experience is significant and meaningful. The goals in this context are self 
actuated and self-determined. The challenge provided by the encounter can be technical 
and analytic or intuitive and aesthetic or both simultaneously. Within the intimacy of this 
self-contained activity of making music in the personal domain of experience, the 
students spoke of the emotional affect of the encounter. 
 
Music making as relaxation 
Within the notion of self-contained music making, participants reported a pleasure in the 
solitude of making music. They used the terms ‘relaxed’ and ‘relaxing’ frequently in 
discussion of their private music making experiences. In contrast, they also described 
music making as an ‘energising’ activity. Edward, an eighteen-year old rock 
guitarist/clarinet player, describes this feeling after a great performance. 
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I come off stage with an amazing amount of energy. I want to run around the oval 
twenty-five times (I.S. Edward: 9/7/97) 
 
Despite this tremendously high-energy description of performance success, less 
successful performances were not considered by participants to be a negative experience. 
On the contrary, it was this aspect of music making which showed that participants 
seemed to be self-contained and self-critical they valued their own judgement on success 
rather than taking the audience response alone or external critical response. Edward’s 
comments on a poor performance highlight this idea: 
 
I've noticed a bad performance doesn't affect me too much. I just get off stage and 
think well that wasn't too good we'll have to work on that. (I.S. Edward: 9/7/97) 
 
The idea of self-containment in the realm of personal experiences is amplified and given 
flexibility by the focus upon autotelic problem finding and solving. The idea of ‘bad 
performance’ as educative is a mature process of thinking, and this suggests an ability to 
reflect critically on action for the purpose of improvement. This suggests that, through the 
process of Edward’s music education, he has gained the habit of critical listening, 
experience and reflection.  
 
The movement towards self-containment is an interesting issue in itself. In interviews 
about early music experiences students recalled social meaning as most important. It 
appears that at this stage they gained personal meaning ‘through’ or with their teachers as 
a kind of shared or family response. As they mature and their relationships with both 
teacher and the discourse broaden, they gain ‘flow’ from the experience itself, which 
gives then access to personal meaning of their own. The social meaning is at the same 
time extended and deepened through the continuation and diversity of social musical 
encounters.  
 
Sharing meaning 
What is apparent here is the issue of having a meaningful music making experience as a 
student, or sharing in or experiencing one ‘through’ a teacher. Either way, this encounter 
involves experience, and reflection. It is guided reflective activity and perception about 
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the music making process and the music made that reifies the intuitive experience and 
introduces layers of understanding, making it educative. The manner and approach of 
teachers in ensembles, studio and classroom interactions with students, was one example, 
which demonstrated or rather ‘lived’ the self-critical and reflective music maker. During 
the field study, I observed a forty-piece wind ensemble ‘section rehearsal’. Although this 
experience refers more specifically to what might be classified as a social music making 
experience, the focus here is upon the student’s imitation of the teacher’s behaviour: 
 
I had observed the conductor for over an hour while she rehearsed her band. She was 
very animated and excited about the music and the sound, being conscious to solve 
problems that arose quickly so that the sounds made by students were pleasant and 
motivating. She sang, clapped used metaphor and analogy, explained clearly why and 
what she was doing and made sure that each adjustment resulted in a noticeable 
change. She facilitated experiences for students who played through parts and all the 
time, all forty students were invited and involved in the collective activity of making 
a good sound. 
 
She divided the ensemble into sections, led by advanced and senior students. What 
took place when I wandered these smaller units rehearsing, was that each of the 
sections ran their rehearsals in the same manner. Using metaphor, clapping, singing 
through parts solving technical problems through reference to their understanding of 
fixing the problem. Fundamentally, all groups observed were imitating the reflective 
problem finding and problem solving behaviour of the conductor. (F. 12/8/97) 
 
The students observed above, were ‘imitating’ and adopting the approach to self-
criticism, problem solving and analysis used by their conductor/teacher. They used the 
same ‘multi- media’ approach to communication, one that involves singing, clapping, 
demonstrating and verbal analogy. This kind of transfer of ‘reflective practice’ from 
teacher to student was often observed in ensemble rehearsals and studio lessons, and 
within classrooms. The meaning gained by students in the above example has its roots in 
the social as well as personal, but what I am looking at here is individual demonstration 
of self-critical/reflective practice. This suggests a developmental process where the senior 
students move towards interdependent educative and reflective behaviour whilst junior 
students experience the change through others. What is evident is the development of a 
habit of critical listening, problem-finding and problem-solving and the self-contained 
reflection that gives access to personal understanding and meaning. In a very real sense, 
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this skill has been not ‘taught’ but ‘caught’ (Swanwick, 1994) by the students and 
modelled by the teacher. 
 
Teaching the intuitive 
The teachers interviewed supported the idea that they needed to be able to transfer their 
intuitive knowledge to students through a variety of media and experience. Intuition is 
defined in this research in Swanwick’s terms as being personal or acquaintance 
knowledge. The kind of understanding gained through direct engagement with music 
making. Teachers in this study suggested that their own experiences as musicians and 
people added credibility to their words, whilst the ability to demonstrate conveyed 
intuitive understandings. The school counsellor suggested that music and drama teachers 
were able to reveal something of themselves to students, to expose a vulnerability that 
perhaps was less present in other more formal subjects and teaching relationships. As the 
classroom music teacher Peter describes: 
Yeah, they get to know you as a person and as a musician. You expose yourself in a 
way, by writing songs for them and with them and playing with them, and 
performing for them, singing to them. You're exposing your inner most feelings and 
expression to them. (I.T. Peter: 10/1/98) 
 
What teachers said about the acquisition of personal meaning was that they were aware of 
the power of their own attitudes and being as influence upon student behaviour. They 
were conscious of the need to transfer the intuitive through their own experience as 
musicians and were prepared to expose a vulnerability of self to students to do this. How 
much each was prepared to do this was dependent upon personality and relationship. 
What was universal for teachers interviewed was the need to demonstrate through 
performing on their instrument themselves. This is a primary factor in teaching ‘intuitive’ 
concepts of musical knowledge. 
 
 All my friends are musicians 
One of the more interesting dichotomies that arose from this analysis was the difference 
between the ‘musical’ students and students with only youth culture association with rock 
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music listening. Here Edward describes the difference between his own understanding 
and that of his perception of his girlfriend’s response to music: 
Me and my girlfriend listen to music and we both hear completely different things 
and music has definitely trained my way of thinking in regards that I can hear a 
completely different side of the music than what people who aren't trained in music 
can hear. It was interesting one day we had an interesting discussion about it. To her 
it was just sound coming out of speakers. It seemed to me I got the impression that it 
was a very two dimensional kind of thing the sound that hit her and if it was an 
exciting sound you can move to it and soul sounds and stuff I would say that I would 
look at it as a more three dimensional aspect I can take it apart and I look for 
different things it's hard to explain. (I.S.Edward: 9/7/97) 
  
Like Edward, students who were musically experienced spoke of having enhanced aural 
perception. They reported openness to a broader range of music listening and experience. 
They compared their ability to listen to music with those who did not have access to their 
experience and understanding as being like the difference between two-and three-
dimensional perception. They claimed an enhanced perspective through their intuitive 
understanding with experience and the analytical reflective skills. 
 
On the other hand, students with ‘no musical interests’ except their attachment to youth 
culture expressed their understanding of the music they listened to in a youth culture or 
referential way and with a purely and culturally subjective understanding and responses. 
Their comments about music were limited by their vocabulary to talk about the structure 
of music. 
 
Students interviewed and asked for comment during observations both verbally and in 
writing about music commented using colloquial language ‘this is shit’ or ‘this is cool’, 
which implies even more strongly the subjective response of subculture attachment. The 
language is perhaps ‘not appropriate for school’ being the only available descriptive 
terms to articulate their personal responses. Nevertheless, I observed that these students 
also received a social meaning through the cultural reference to membership of youth 
subculture and personal meaning through an attachment to these experiences and their 
own feelings/aesthetic understanding. The differences lay in the ability to articulate their 
response, to express themselves within the media of music and to effectively ‘think 
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musically’ within the aesthetic form. They too were attracted to its personal, social and 
cultural meanings, but their responses were more subjective and integrated with the 
cultural reference. 
 
It should be understood here that I am not denigrating this response, as I believe that it is 
fundamental and a human one. I am simply drawing a comparison to the responses of the 
musically experienced students. The same meanings seem to be in place; the differences 
lie in the potential for gaining understanding. Experience with making and reflection 
provides access to an analytic understanding for ‘musical’ students. This deepens their 
ability to listen and experience music outside of the youth culture and that broadens their 
access to other music, allowing them to ‘transcend local cultural practices’ (Swanwick, 
1999: 28). 
 
Diversity of musical style separated musical and non-musically experienced peers, 
‘Musical’ students participated and listened to a greater range of musical styles (jazz, 
classical, world music, rock) and demonstrated openness to new musical experience and 
listening. Each of the meanings of music described in this thesis exists in the non-
musically experienced. The personal, being drawn from their referential experience, the 
social through peer association and youth subculture and the cultural through what that 
musical style projects about a person and how that interacts reciprocally with cultural 
values. What is clear when the students are compared is that, although the non-musically 
experienced students display similar access to musical meaning, the access to increased 
complexity required to provide flow experiences is limited. I am not denying that this 
kind of experience does not provide flow; rather, that the opportunity for increased 
complexity and challenge becomes an incremental experience. Musically experienced 
students spoke of the enhanced perception gained from experience and 
listening/reflection. They described a profound difference in their ability to hear music 
‘more deeply’ than their non-musically experienced peers. They reported that this was 
because of their experience and analytical/ critical thinking. What follows are several 
examples of what students saw as the effects of such experience upon their musical 
thinking: 
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Edward: I would look at it as a more three-dimensional aspect I can take it apart and 
I look for different things. (I.S. Edward: 9/7/97 
 
Brian: It kind of makes me think in different areas. I listen to more classical music, 
than I did before, which I don't know whether that's directly, related but I seem to 
have broadened a bit, got into jazz and things like that, rather than more straight 
down the line rock, hard rock. (I.S.Brian: 23/10/96) 
 
Bronwyn: I think I listen to a wider-variety of music now. (I.S. Bronwyn: 22/10/96) 
 
Colin: Well doing each style has broadened my musicality. (I.S. Colin: 13/3/97) 
 
In each quote presented here, the student reports a change in self, a broadening of their 
openness to style and a deepening of their ability to listen in a multi-layered and 
analytical way. In this way, listening provides a flow experience for them, through the 
gaining of deeper understanding and a personal meaning, which adds to the induction into 
the discourse. For students to benefit from such an experience, both the environment and 
the teachers who create the psychological musical culture must project openness. 
 
The teachers’ attitude to creating an open environment 
The teacher’s attitude to musical style has a strong influence on how the students respond 
to musical differences and openness. In schools, there is great polarisation of stylistic and 
methodological differences and approaches. Within youth culture, the ‘tribal-like’ 
divisions of musical tastes are a significant factor in the lives of both teachers and 
students. Teachers interviewed in this study emphasised that openness to a variety of 
musical styles was a vehicle for learning more about music. Despite their own personal 
taste, they advocated this broad approach rather than focusing unduly upon one, such as 
western Art music/classical music, rock music jazz, etc. Teachers and students in this 
study treated style as an opportunity to revisit the elements of music and expression. 
Keyboard teacher James comments on this idea: 
The ‘music is music’ approach seems to affect adolescents even with quite strong 
one band or style approaches. They can see that it is OK to like music that might not 
fit their peer groups ideas, but through playing a variety of stuff and that open 
attitude they tend to develop a broader listening base. (I.T. James: 28/10/96)  
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The ‘music is music’ approach, which values all styles, periods and locations for what 
they contribute to the knowledge of musical elements and human culture, creates an 
environment of openness that allows students to safely move beyond the confines of 
youth culture to experience music in a much broader context. It gives access to generic 
skills of criticism that are useful in understanding and appreciating any music. Within this 
kind of ‘open approach’ the teacher needs to acknowledge the child’s intrinsic interest in 
this music and consider ‘what the child brings’ to the teaching/learning relationship. 
Jessica, a drama and English teacher, puts this idea very eloquently: 
Even if they don't value the music but value the child's interest in that music, that's 
what it’s all about. As long as you are open, and say that that's not something that 
I‘m particularly interested in, but if you are interested in this then why don't you …. 
And still do the facilitating and advising that you normally would do. (I.T .Jesica: 
22/1/98) 
 
Peter highlights further the importance of the teacher-student relationship and the creation 
of an open psychological environment:  
Yes, it's the environment that is important. As you say psychologically but also in 
your relationship with those kids, that's the key, that's the important factor. I think 
that is a philosophy of teaching I've developed over the years. It doesn't really matter 
what you are teaching. It's the way that you treat those kids, the way that you respect 
them as human beings that they are going to remember and then anything that you do 
teach them becomes a lot more effective and they become more effective learners in 
an environment of respect. (I.T. Peter: 10/1/98) 
 
The teachers comments are about creating an environment of openness that facilitates and 
gives access to this aspect of personal meaning and leads to the process of listening and 
reflecting upon music to become a self-contained interdependent one. 
 
A change in the way we think 
I think listening to music has a big effect on the way I think. (I.S. Luke: 4/6/97)  
 
Interview participants spoke of a change in the way they think, or a development of their 
appreciation of divergent forms of thought, that they attributed to their involvement with 
music making. Students also talked about the satisfaction gained when exercising the 
creative side of their personality. This concept was described as a ‘need’ by ex-students 
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who had moved away from making music on a regular basis after leaving school and a 
renewal when they returned to music making activities. 
 
Michael, a twenty-year-old ex-student and composer, describes the affect upon his 
thinking: 
Yes it has its given me more of an idea about the proximity of what I can do because 
I know what is possible 
 
It’s made me a more rational or more open thinker, I suppose. 
 
Because you are creative you can see what is possible. Where other people, won’t 
break the rules, you can say ‘bullshit this is a different way, this is how you can do it, 
let’s do it this way’. (I.Ex-S. Michael: 22/12/97) 
 
 
This suggests a development of self in a way that might have a generic application, a 
confidence in different ways of thinking. This is what participants described as 
developments of themselves that added to their character or intellectual abilities, which 
might be transferred to other domains or act as a balance to other modes of thinking. 
Participants spoke of ‘exercising their imagination’ with creative work, ‘thinking in 
different areas’ with a variety of musical styles. This was a most surprising outcome as 
those interviewed in the pilot study indicated that these kinds of assertions could not be 
drawn from their music experience alone. 
 
Jack, a sixteen-year-old drummer, comments on how the process of reflecting on intuitive 
experiences in music has affected his understanding of other creative activities: 
To a certain extent, the way I think and often the way I speak is often about being 
able to talk about the music. It gives you skills, and social skills. Learning how to 
express. You can just play something that is hard to describe verbally what you are 
actually doing and that's always helped it’s always a good thing to do. A lot of things 
I say, a lot of adjectives, I’ll think ‘ahh’ that's a music term. (I.S. Jack: 10/7/97) 
 
What Jack is describing is the word or phrase attached to abstract and intuitive experience 
having meaning when applied to similarly difficult-to-describe circumstances in creative 
work. He is suggesting that what he has gained from his musical experience is what 
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Perkins describes as a ‘far transfer’ of a concept or mode of thinking (Perkins, 1988). 
This implies a movement of a process of thinking from one domain to another where it is 
meaningful.  
 
The musical encounters described above are not isolated incidences but multi-faceted 
layers that contribute to the significance and meaning of musical experience. These layers 
of understanding are fused through their ability to initiate students into the musical 
discourse. 
 
Music as a personal discourse 
I'm into it because it gives me inspiration and it has meaning. (I.S. Margaret: 
21/3/97). 
 
I have mentioned previously the idea that a growth of self is gained from the increased 
complexity of engagement with ‘flow’ activity. If we consider music as a personal 
discourse, we are examining the opportunity for ‘flow’ experiences. The music discourse 
provides an endless set of aesthetic challenges for individuals to find engagement and 
pleasure. In particular they provide opportunity for challenge and complexity, which 
becomes meaningful through ‘discerning the limits of personal potential’ 
(Csikszentmihalyi, 1994: 222). Access to an environment with diverse opportunities for 
involvement with music making activities is the key to large-scale student involvement in 
the discourse
4
. It is the engagement with the discourse and self that yields personal 
meaning. Success in this encounter is self-evaluated and self-actuated. ‘Goal directed 
actions that provide shape and meaning to an individual’s life’ (Csikszentmihalyi, 1994: 
230). This focus upon self-containment takes on far greater meaning when the student is 
actually able to contribute to the development of the domain. Students talked about 
introducing audiences to new ideas, and educating them. They saw themselves as able to 
play with creative materials and take them to audiences as an educative rather than a 
critical perspective. This idea was particularly notable when students spoke about new 
                                                
4
 The case study site had a two-thirds school participation rate in musical activities which was attributed by 
staff and students interviewed to the diversity of opportunity and openness to creative experience. 
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music played as part of a ceremony like a church service or school ceremonial function 
where ‘new music’ underscored the event. The affirmation from the community that they 
received for being innovative was an important part of their perceived role in the 
discourse - to advance it was the aim.  
 
Music as a social discourse 
Four themes emerged from my analysis of social meaning as described by participants. 
They talked about the way they associate with other musicians as a ‘deeper way of 
knowing’. Secondly, they talked about the breadth of social contact. Thirdly, they 
discussed the pleasure of collaborative making, and finally, they referred to a sense of 
unity gained from the encounters. All of these themes are social meaning outcomes, 
which may be independent of musical experience and transferable to social skills in 
general. Certainly they are not new ideas and communities have always used music with 
these purposes in mind to unify, bond and teach collaborative skills. What is important 
here is that we are able to examine the context in which these are seen and the 
interactions that occur within a music education setting and discern how these might be 
transferable to a broader educational environment. 
 
Music as a deeper way of knowing. 
Participants spoke lucidly about the deep and wordless relationship experienced in small 
and large ensembles. They highlighted the shared understanding of intuitive experience, 
the sharing of collaborative problem-solving experience and a strong feeling of 
understanding gained through the group experience. Dennis, an eighteen-year-old 
synthesizer player, describes why he thinks playing in an ensemble is a different 
relationship: 
I think it is rather than knowing about them from what they tell you about themselves 
and what you ask them. You actually get to know them, through the music, and how 
they play and so on, and what they like to play. It sort of shows you a different side 
to people as well. (I.S. Dennis: 28/10/96) 
 
What he is describing is that the activity reveals something else about the personality of 
others in the way that they work collaboratively and express themselves creatively to 
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solve aesthetic problems. He expands on this further when describing improvisation in 
ensembles, seeing it as a ‘conversation’ and synergy of collaborative making. 
You get to see the different creative processes that everyone contributes and so on. I 
also think it makes a better track. (I.S. Dennis: 28/10/96) 
 
Students who were already friends highlight this idea even further, and this is 
amplified when the community responds to or affirms their work. Fiona, a 
seventeen-year-old singer, talks about this issue with her ‘all girl’ rock band: 
Yes. I think it has actually made the friendship between us all closer, spend a lot 
more time with each other. I think it is a good way of getting out your anger, writing 
lyrics. It has made me a lot more confident in myself, having people tell me that they 
enjoy our music or they think I have a good voice, or whatever. I think it has helped 
the rest of the band in their self-confidence as well. (I.S. Fiona: 12/3/97) 
 
The teacher’s perspective. 
The teachers also describe this deeper way of knowing from both personal experience and 
observation. Here Jane, the conductor of the wind ensemble, describes her understanding: 
I think it’s a deeper way [of knowing]. You can get a certain experience from playing 
by yourself, but its nothing to what you get in a small ensemble an enormous 
experience, but in a sixty-piece ensemble whose souls are intertwined, making a 
sound, my God that's a pretty big thing. Something out of this world, when you feel 
like you’re going to burst into tears. It’s that feeling, and you can’t create that you 
can only create the situation that makes it possible. (I.T. Jane: 13/2/97) 
 
She is describing a transcendent experience brought about by collaborative effort which 
may be in itself an example of flow. Interestingly, she is dividing the kinds of experience 
by the size of the group. For her, the large ensemble experience was powerful and 
meaningful, but rare. What was most important in her statement was the 
acknowledgement that the experience could be facilitated. This aspect of facilitating 
meaning will be examined in more detail in the next chapter that focuses upon the notion 
of ‘teacher as builder’. 
 
Jessica, a teacher of drama and English, highlights the power of collaborative experiences 
as memorable and significant: 
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I don’t think anything comes near to it, I really don't. Nothing else in your school life 
even academic achievement. But I think people will say that some of the greatest 
pleasure of their school days, where their best friendships were made, were the sorts 
of group activities of productions and performances, music and so on. (I.T. Jessica: 
22/1/98) 
 
What is most evident in these transcripts is not only the observation of students gaining a 
socially significant experience from collaborative making, but the teachers’ identification 
of that experience and understanding of it. Talk of facilitating the experience was most 
clearly put by Jane whilst also articulating the pleasure of her own encounters. The 
sharing of experience, initiation into the discourse and involving the child in the teacher’s 
life as a music maker are all aspects of theory which find expression in these interview 
extracts.  
 
Broader social contact 
Students and teachers also remarked upon the exposure to broader social contact 
experience from music making activities:  
You get to know people who aren’t particularly in your friendship group but who 
you come to appreciate for themselves, for who they are and I think it’s just a general 
understanding of people in general that improves. (I.T.Jessica: 22/1/98) 
 
The idea that the groups are vertical (a variety of ages) is also an important issue. 
Ensembles are often multi-aged, contain both genders and may contain very different 
kinds of people to those the students normally form associations with. It broadens their 
associations and social contacts and provides a structured and focussed social experience. 
The school psychologist expands on this from her observations: 
The biggest thing I see are the social connections that it provides, and there is a sense 
of no hierarchy and they are accepted for who they are and the instrument that they 
play.  
 
Being part of the band has been a really safe connection for them. I can actually think 
of quite a number of students who have taken friendships away from being part of a 
band as it has been a really safe vehicle for them to exercise those skills and I could 
never have taught them that.  
(I.T. Barbara: 4/6/97) 
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Her description proposes the ‘safety’ of the environment and the sense of non-
competitive collaboration that such ensembles provide. David, a mathematics and 
pastoral care teacher, adds to the idea of social breadth and a deeper way of 
knowing with this brief statement: 
I think it’s everybody working for a common good. They also get to know other 
sides of students they wouldn’t normally see. (I.T. David: 22/1/98) 
 
Teachers and students saw these as being particularly desirable outcomes. They spoke of 
it serving as a ‘therapeutic’ device for shy and socially awkward students. They described 
it as a way of developing social skills in a ‘safe’ and non-competitive environment for 
many students. 
 
Gaining of skills as a collaborative problem-solver and team worker 
Interview participants suggested that their skills of team working and group problem 
solving had been greatly enhanced by their experiences with ensembles and that this had 
taught them the value of, and enhanced the quality of, collaborative making. This was 
most apparent in observations of student-directed ensembles and creative classroom 
activity. In both of these experiences the responsibility for creative making becomes 
distributed amongst the group there is little room for superfluous parts and the intrinsic 
nature of the task becomes the directing force. Whilst this observation and comment for 
participants had strong support, what was most important in the success of these activities 
were the two ideas mentioned by the school psychologist: safe environment and the sense 
of no hierarchy, with the task providing the challenge and success being self-evaluated. 
This issue will be discussed in more detail in the next chapter, which examines the 
environment and the teacher’s role. 
 
Building of a sense of unity  
It was a combination of all of the abovementioned interactions that led me to examine the 
idea of music as a discourse and its cultural meaning. Participants’ descriptions of their 
participation in ceremonial events and community performance were perceived by them 
as contributing to a sense of well-being and belonging and a consciousness that the group 
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experience was unified by the common goal of music making. This aspect was described 
most eloquently by the school minister/counsellor, Mark, in his description of ceremonial 
events: 
It’s generated a feeling of not only acceptance but of owning. (I.T. Mark: 14/10/96) 
 
I think what it said to me was that the cultural symbols that we use in a number of 
places, if music is at the centre of it, it resonates more than just the visual. We are a 
culture that listens to music, but to hear our own music is almost breathtaking. (I.T. 
Mark: 14/10/96) 
 
In the data examined that was concerned with music making and the school 
community, there was a tremendous sense of pride in music that has been made 
for the occasion by students and teachers within the community. Jessica and 
David comment further on the effects of functional music making from a 
community perspective: 
Like going to those church services, even if you are not a believer, is that sense of 
identity and group oneness is very enlightening. (I.T. Jessica: 22/1/98) 
 
It gave the music students at the time a sense of importance. (I.T. David: 22/1/98) 
 
What is being outlined here is the idea that music has been used for centuries to make 
ideology accessible and as a means of social control (Metcalf in Abbs, 1990:98) as well 
as building a sense of unity. In this case study, the difference lies in the conscious 
application of this idea as part of extra-curricular activity rather than one that is 
institutionally imposed by the community.  
 
Students interviewed saw pragmatic music making as being of benefit to their personal 
and social experiences and valued the challenge of making music for a purpose. The 
purpose often led them to experience style and form that they had not encountered in the 
past, which added to the breadth of their musical understanding. Most importantly, they 
were aware of the communication and resonance of music on these occasions. They 
described a sense of pride in their involvement and felt the power of music to ‘move 
people’, which enhanced their understanding of music beyond their own personal and 
social experiences. 
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Discussion of this idea is linked more clearly with the ‘reciprocal meaning’ associated 
with what I have termed cultural meaning. In the analysis of this idea, I was most 
conscious of the significance gained, being located in the individual and community. 
With this in mind, the evidence for this idea of unity, or what Csikszentmihalyi (1994) 
terms ‘reflective individualism’ is about a sense of self within community and a 
community within self. It is about the community’s valuing of individuals as a part of 
how their ‘civilisation’ is perceived by other communities or generations. 
 
Cultural meaning - shared meaning 
Cultural meaning hinges firstly upon students gaining a sense of self through personal or 
social meaning. This meaning and experience has an effect upon the education of 
character, self-esteem and self-worth. It is this that is projected into the community (in 
this case the school). If the community responds to that projection of self by affirming 
what one participant describes as ‘that what they love to do is worth doing’ (I.T. Jessica: 
21/1/98) then this results in an affirmation of that projection. I believe this notion to be 
reciprocal, in that the community gains from the inclusion and affirmation of the maker 
through their product, and adds to the further projection of the image of the community to 
others. Rather like a parent admiring their own genes in a child’s behaviour, this ‘maker’ 
says something about us as a community collectively. It is also about our policy, 
encouragement and tolerance of difference and aesthetic values that are projected. This 
idea was most evident in this analysis in data that referred to pragmatic music making in 
the ceremonial contexts examined. It is on these occasions, when the community projects 
itself and the reciprocal regard of maker within the community and by the community, 
transforms this into a collective expression.  
 
Meaning gained from personal and social experience combines to project an image of a 
team worker, a creative individual, an expressive person. When this is affirmed 
personally and publicly, the effect is powerful and meaningful. The reciprocity lies in the 
idea that affirms that he/she is a creative being. It also says we as a community have a 
pride in this maker and he/she contributes to us as a community, contributing to the 
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image of the community or school in this case. The community values the artist and 
artistic product. This is most evident culturally in pragmatic art making, perhaps because 
the art is made for and with the community rather than strictly for the domain. 
Nevertheless, both community and student music makers valued the opportunity to make 
music and share it as much as the pure artistic experience. 
 
The conductor, Jane, talks here about the importance of involvement in the ceremonial 
aspects of school culture and the interrelationships it creates: 
 
Its imperative, it’s got to be there, it involves the community in the aesthetic 
experience, it involves the aesthetic experience in the community. (I.T .Jane: 
13/2/97) 
 
In terms of activities that build self-esteem, the school psychologist and the minister 
counsellor provided numerous examples about students who had raised their public 
profile and awareness of self through their musical performance activity. Certainly, this is 
relative to a suitable environment that is nurturing and accepting rather than negative and 
unfairly critical. The environment and the teacher are the subject of the discussion in the 
next chapter. What is important for this discussion is the idea that performing music says 
something about the performers, be they solo or group performers. It reveals something 
of self. It projects something of the intuitive and creative sides of individuals and the 
collaborative and social side of groups. Frequently in the interviews, participants spoke of 
an ‘I didn’t know he/she could do that’ factor that changed the way the person was 
perceived and received by the community. This experience had a powerful effect upon 
their self-esteem and involvement with music making. 
 
The notion that openness, acceptance and creative diversity are part of how the school 
projects itself is described as ‘part of culture’ by the school psychologist: 
I guess that's breaking the barrier down a little bit to me, it fits that there is a 
spectrum and you can find your place in that and I think that it has become part of the 
culture of the school. (I.T. Barbara: 4/6/97) 
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She also comments about the character forming effects of performance. She hints also at 
the idea that these things can be facilitated or at least encouraged: 
It is about forming their independence and identity and the more we nurture that as a 
school, I think the more we are going to acknowledge that: yes you are an individual, 
and you like to be different. (I.T. Barbara: 4/6/97) 
 
The community values the contribution and the child gains the affirmation of their 
efforts: 
Instantly, they become a commodity that the school values and the kids get off on the 
fact that they are important. (I.T. David: 22/1/98) 
 
James, the keyboard teacher, discusses his perception of how this particular community 
values pragmatic music making: 
Well a lot of the music here is functional, for events and things like that. A number 
of the events that I have been involved with were where music has been specifically 
tailored for the event: the Easter services and liturgical events on the calender that the 
Synthesizer Ensemble has played for, and also formal events where music is part of 
the program. I think generally here, the community has pretty much a high regard for 
musical events that happen. So both the staff and the students view music as a part of 
the life of the school, because it seems to be in a lot of different areas. There seems to 
be a general interest from the members of the school community as to what is 
happening musically, it seems to be a pretty important part. (I.T.James: 28/10/96) 
 
There is evidence in this statement of reciprocation of meaning and reinforcement of the 
school psychologist’s notion of music being ‘part of the culture of the school’. 
 
Affirmation of effort and values is important but Jessica suggests that when this occurs to 
a student participating in a community event that it has significant educative value: 
Not just a confidence thing in that being able to perform in front of people but just an 
affirmation that what they love to do is worth doing and it gives them pleasure and 
becomes a life skill. A lot of these people have now got life skills that they will 
continue to use or continue to make music or enjoy theatre or be involved for a long, 
long time.(I.T. Jessica: 28/1/98) 
 
This suggests that these are generic skills that might be transferred to other communities 
beyond school. 
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Jessica further describes the affects upon the community itself: 
I think it works at several levels, it makes some fairly formal and boring occasions 
much more entertaining and interesting from a pure entertainment point of view. And 
I think that it’s the practice of theory of a well-rounded school or curriculum that 
involves everything and it can be brought into any. Whether it’s a speech night or 
whatever that these sorts of performances add to anything. Because they are after all 
just a genuine reflection of what is going on in the place and it’s just an extension of 
the many things that are going on. So they do, I think they add a lot. (I.T. Jessica: 
28/1/98) 
 
Mark suggests that when music is at the centre of an activity, it ‘resonates more’ (I.T. 
Mark: 14/10/96). Jessica adds the dual notions of making the occasion more entertaining 
and she strongly suggests that it projects an image of the community’s ability to 
collaborate and be creative. 
 
Involving arts in ceremonial events involves those outside the music discourse in a 
musical experience, especially when the music becomes functional and contributes to the 
occasion. This may be educative for the community, whilst also affirming that the music 
makers are valued in the community. Jessica suggests it has an affect upon newcomers to 
the community and communicates something about the culture: 
Our overseas students get a little window into a part of our history which can only be 
interesting and enlightening for them even if they don’t fully understand it. (I.T. 
Jessica: 21/1/98) 
 
Mark also describes the pragmatic role of music as educative: 
I think with the students it’s been a gradual process of learning about how music 
creates a mood in terms of observance of particular special days and liturgical events. 
(I.T. 14/10/96) 
 
And of its reciprocity and sense of community: 
This is, for me, a very special indicator that this is a healthy community and not 
waiting for something to be passed on from on high. They are actually searching 
inside for their particular gift to offer. What I have enjoyed about that is not only the 
cooperation, but the tremendous sense of purpose. (I.T.14/10/96) 
 
The transcripts above speak of a multiple purpose: firstly, that the music makers gain 
affirmation from their functional role within the community; secondly, that the music 
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adds to the unity of the community; thirdly, the community gains a unique sense of 
character through the pragmatic production of the art for social purpose; and finally, the 
presence of numerous creative people adds to how the community is perceived by others. 
The sense of unity is gained from the music itself and from the internal knowledge that it 
is made by members of the community. Furthermore, it represents cultural symbols that 
bring it into being. 
The school minister combines these ideas in these extracts: 
There is no doubt that the self-esteem that is attached to playing a musical instrument 
or creating a music piece is sometimes not understood by people who don’t 
understand what it means for a young person to have that kind of status.  
 
I think it is true to say that some of the ways in which students in this school have 
actually survived the process of their education has been in those particular groups, 
and I've never underestimated what goes on in a number of classrooms may not have 
a lasting effect, but what seems to gel with kids at this school is the fact that they 
belong to something a production and ensemble a small music group which has had 
the effect of raising their own awareness of who they are and that has to be good for 
them and good for us a community and without it we wouldn’t be doing what we say 
we do and that is care for kids. (I.T. Mark: 14/10/96) 
 
The ‘flagship’ role of music in schools is common and affects how the school is perceived 
by the wider community. Here the guitar teacher, Robert, talks about the way the music 
itself adds to the character of the institution of school and how it is perceived by others: 
I think that music plays a really big part, of the way that the school is perceived by 
the school community through things like speech night and things like that. (I.T. 
Robert: 20/2/97) 
 
Robert proposes that, in this way, music making is dialectic: 
I think that music is like a language; if it is not expressed it loses something. So I 
think it’s important that they have an outlet for performing for that expression of 
their art, of the language they’re learning, so that they have some sort of goal. I think 
that that has ramifications for their development as well and it gives them confidence 
and increases their self esteem and all these other things start to kick in as well, 
which are all good. (I.T. Robert: 20/2/97) 
 
In a further description, he highlights the importance of pragmatic music making being 
innovative and creative: 
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I think just in terms of music at the school it says that contemporary music is part of 
music and music isn't just a stuffy old thing with boring old classical music for 
example or they might think that expresses a positive image of music which flows 
out of the school and flows back into the school a positive spiral if you like. (I.T. 
Robert: 20/2/97) 
 
This ‘positive spiral’ is the experience of cultural meaning. 
 
What is being explored here is the notion that not only does the student gain ‘affirmation 
that what they love to do is worth doing’ but the community gains an image of one that 
supports and encourages creative making. A community can boast that the art made 
within it comes from policies, philosophy and psychological and physical environment. 
Consequently, the notion of cultural meaning becomes a reciprocal interaction with 
community. The community values the meaning held by the music maker and the music 
maker is affirmed by their interaction with the community. 
 
It should be noted that one of the reasons I may have gained such a coherence of data 
between students and teachers within this category of cultural meaning, is that the 
participants represent a group who have successfully taken on the school’s wish for them 
in relation to music. There is no doubt that there are students and teachers at the case 
study site, who resent the emphasis upon music at the school in the classroom and 
ceremonial context, my approach to it and perhaps even me. I am conscious of this fact 
and do not delude myself that the effect upon the school of this shared meaning was 
universally liked or upheld. However, I think that this is also reflective of all 
communities and would argue that there is evidence of inclusiveness and openness to 
individual difference within the model presented here that provides a useful description 
of cultural meaning as a concept. The emphasis here is upon the phenomenon of cultural 
meaning and its description rather than an evaluation of its success or popularity. 
 
The intrinsic nature of music experience 
In the music and arts education literature there are consistent references to the intrinsic 
nature of arts activity (Dewey, 1989; Eisner, 1985, 1991; Reimer, 1989; Reimer and 
Wright, 1992; Swanwick, 1981, 1988, 1994). This notion of intrisicality is central to this 
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examination of meaning and arises frequently in the data. In this thesis I have used the 
word ‘intrinsic’ to describe a natural attraction or engagement with music making. A 
playfulness with sound materials which may in itself be universal amongst humankind 
but then becomes culturally constructed when a culture imposes or shares its values for 
particular ways of being playful or constructive with sound. Intrinsic motivation has its 
prerequisites and should not be assumed as ever present in music encounters. As 
Swanwick points out, the productive tension that exists between the analytic and the 
intuitive in music education provides both challenge and pleasure to participants who are 
initiated into what he calls a ‘music discourse’. What is described as the ‘flow state’ by 
Csikszentmihalyi (1994) in The Psychology of Happiness provides what I believe to be a 
clear and appropriate description of the encounter that leads to ‘flow’. These encounters 
are significant, meaningful and lead to intrinsic motivation and willingness to be involved 
with an increasingly more complex encounter with music experience. This results in a 
change in self that is gained from the ‘meaningfulness’ of the encounter and ‘transforms 
self by making it more complex’ (Csikszentmihalyi, 1994: 74). Csikszentmihalyi adds to 
Buber’s notion of education of character (Buber, 1969) and Gardner’s notion of the 
education of perception (Gardner, 1992) by suggesting that the experience effects a 
change in the consciousness of the individual. Czikszentmihalyi’s early work was with 
artists and musicians, as he believed that they appeared to achieve ‘flow’ more 
frequently. He concluded that aesthetic activity provided an endless supply of ever-
increasing challenge to the participant and was a constant source of opportunity for 
‘flow’. He describes ‘flow’ experiences as providing ‘a sense of discovery, a creative 
feeling of transporting the person into a new reality’ (Csikszentmihalyi, 1994: 74). Put 
simply, flow occurs when a challenge and the ability to meet challenge intersect. Both the 
analytical and the intuitive tasks in music provide an endless supply of such challenges. 
This adds to the explanation of music making activities as intrinsically motivating. The 
question this raises for educators is how we facilitate and structure experience so that 
student can gain access to ‘flow’.  
 
Csikszentmihalyi also suggests that personality type has an effect upon the individual’s 
predisposition to flow. The ‘autotelic’ personality (Csikszentmihalyi, 1994: 167) he 
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describes as a person who seeks and can construct his or her own challenges, which lead 
to flow. He suggests that such personalities may occur naturally or they might be 
encouraged through encounters with ‘flow’- producing experiences.  
 
During the process of analysis of data for this case study, I was consistently reminded of 
the ‘flow’ like experience that students and teachers described in relation to their musical 
encounters. The narratives examined lend qualitative support to many aspects of 
Czikszentmihalyi’s theory of flow and support for the intrinsic motivation of arts activity. 
The question that arises from this insight is whether those interviewed were autotelic 
personalities, who were attracted to music making, or whether they became autotelic 
because of the encounter. This is an impossible question to answer from this data and 
most ‘nature/nurture’ questions present similar cyclic arguments. What I would conclude 
is that , both occurs when an environment that encourages and is open to making 
experiences of all kinds is provided. What is important here is access to experiences that 
facilitate the making of meaning.  
 
In the review of literature, I outlined Csikszentmihalyi’s four areas of meaning. The first 
relates to the ‘needs of the organism’. The other three are termed ‘self-interest’, 
community/family and what he calls ‘reflective individualism’ (Csikszentmihalyi, 1994: 
222) which is described as where the individual forges a unity with cultural values. The 
areas of meaning described above are similar to the three areas observed in the previous 
chapter. The meanings are described as being made through interactions that are personal 
or located in self, social or located in relation to others and as a projection of a reflective 
individual. These constructs provide an analytical tool for understanding the system in 
which meaning is made. Czikszentmihalyi’s research and theory refer more specifically 
to adults than children but the sorts of themes that emerged from interviews with students 
for this study resonated strongly with the narratives Csikszentmihalyi associated with 
adult flow experience (Csikszentmihalyi, 1994: 222). Like Swanwick, he describes what 
he terms as a dialectic tension between differentiation and integration of consciousness 
(Csikszentmihalyi, 1996). Swanwick divides the experience in the discourse between the 
intuitive and analytical aspects of music making (Swanwick, 1994). These ideas were 
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also supported by the themes that emerged from the case study data. The problem this 
raises for educators lies in motivating the analytic experiences and creating and 
structuring an appropriate pedagogy for teaching the intuitive and integrated activities.  
 
Discussion and implications 
Personal, social and cultural meaning can be present in a person independent of one 
another or in combination. Most poignant and useful for the purposes of education is the 
idea that they might all be facilitated or constructed. The participants interviewed and 
their observations suggest that the whole process of learning music and the meaning 
gained from it cannot be attributed to single aspects of education such as the studio 
lesson, classroom or ensemble. Students and teachers alike perceived that their growth in 
skill, knowledge and understanding was due to participation in a wide range of activities. 
This attitude was presented despite the seeming, discontinuity of the experiences. 
Certainly those who participated in all of the aspects of music experience demonstrated a 
diverse and mature understanding and seemed to find each area meaningful. 
Alternatively, those that had negative experiences in instrumental/studio, classroom and 
ensemble context were still able to attribute meaning to their performance experiences if 
they were encouraging the participation rather than judging their skill.
5
 What I am 
implying here is that the cultural meaning may be the only meaning gained by some 
students but that it may eclipse the others because of its powerful effect upon self-esteem. 
The opposite may be said of negative cultural experiences. 
 
Meaning to the ‘non-musically experienced’, or those who did not show an interest in 
continuing involvement with music making, was seen to display the same three areas of 
meaning. The depth and breadth of understanding and access to increased complexity was 
limited to their specific subculture and personal understanding. Interestingly the 
memories of these students of their musical encounters were positive, based entirely upon 
                                                
5
 I have a suspicion that the community affirmation of their performance in an encouraging atmosphere (ie 
a concert to parents and peers) seemed to be a more prominent memory than negative experience in other 
areas. Perhaps this is what they remember about their music experience rather than the negative. 
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an affirming cultural experience rather than lack of success with personal and social 
encounters. This presents the problem that poor music education can be enhanced by a 
single successful performance. Unfortunately, this is a very common event in music 
education. It does not excuse or correct the problems of poor teaching or curriculum. It 
does explain how such approaches survive through their public perception rather than 
their curricula reality. Aside from this caution of false impressions created by successful 
performance, the most important issue is that each of the meanings described in this 
analysis is able to be facilitated through curriculum and teacher action.  
 
As Jane remarks: ‘It’s that feeling, and you can’t create that, you can only create the 
situation that makes it possible.’ (I.T. Jane: 13/2/97) This is the essence of facilitating the 
access to meaning and teaching the intuitive. It suggests that it is possible to ensure that 
the environment can facilitate experience where meaning can be ‘caught’ and ‘taught’ 
(Swanwick, 1994). It should be noted that compartmentalisation of music experience acts 
to divide it from its own totality. The implication is that we need to be conscious of the 
curricular environment of classroom and the extra-curricular experiences of studio, 
ensemble and community interaction and participation when considering music learning 
in total. It is important to treating these as a total environment and a continuum of 
learning experience rather than a series of unrelated musical experiences. This notion 
provides the opportunity for students to have access to personal, social and cultural 
meaning. How this kind of environment might be formed is the focus of the next chapter, 
which examines the idea of ‘teacher as builder’ of environments where music meaning 
may be caught and taught.  
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CHAPTER 8 
THE TEACHER AS BUILDER - THE MAKING OF MEANING 
 
Introduction 
In this thesis, I have focussed upon the meaning that students attach to music experience. 
I have suggested that the meaning is located in three primary areas of experience– the 
personal, social and cultural– and that meaning in music can be both ‘caught’ and 
‘taught’ (Swanwick, 1994). I have suggested the need to structure the environment in 
some way so that learning takes place. Intrinsically motivated activity is significant in the 
memory of those who participate in the activity and becomes meaningful if it has the 
capacity to provide challenge that engages and sustains interest. Music making in its 
myriad of forms has the capacity to offer such challenges of engagement and meaning.  
 
In the discussion of early childhood and school music making experiences in Chapters 6 
and 7, students commented upon teachers and environments that facilitated their musical 
experience and contributed to the making of meaning and self. In this chapter, I will 
explore teacher and environment, viewing the teacher as a builder of music learning 
contexts. The evidence for this discussion is drawn from interviews with teachers and 
students as well as from field observations and document analysis.  
 
The approach to examining the teacher as facilitator of meaning involves data from a 
variety of sources. In student interviews, I asked students about environment and their 
relationships with teachers. I asked teachers similar questions and I observed and 
collected policy documents that outlined the physical and cultural aspects of the school 
environment.  
 
 These findings offer support to Swanwick’s description of students’ initiation into what 
he describes as music discourse (Swanwick, 1994). One of the problems for music 
education lies in defining what he describes as a productive tension between the intuitive 
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and analytical aspects of music learning (Swanwick, 1994). The questions raised by this 
aspect of the research are: How do we teach the intuitive? Or how can we construct an 
environment so that intuitive understanding might be caught? Furthermore, how do we 
devise teaching methods so that the analytical becomes intrinsically motivated or at least 
palatable until it becomes meaningful? In this case study, this means that we need to 
examine what kinds of approaches and relationships were perceived as successful in 
bringing about meaning and access to the layers of intuitive understanding (Swanwick, 
1994). What persons, places and things sustained continued involvement with the music 
discourse? 
 
In a theoretical sense, what is at issue in relation to creating ‘flow’ and analytical 
development, is primarily a matter of complexity. That is, circumstances, environments 
and people create or present tasks, which are able to be made progressively more 
complex for the student. This complexity presents the opportunity for challenge and 
ultimately for a flow experience, which leads to meaning. In an analytic sense, this 
complexity is linear and progresses in relation to skill and technical achievement. These 
kinds of skills are motivated by achievement and are easily able to be translated into a 
logical pedagogy. The intuitive ‘complexities’ and challenges are more intrinsically 
motivated and deal more with depth of aesthetic understanding. These are less able to be 
placed in an orderly pedagogical form but are facilitated by particular kinds of encounters 
with music making. 
 
The focus of this chapter is upon the facilitation of meaning. It is not an evaluation of the 
case study site. Rather the study was focussed on an attempt to understand the 
relationship between constructed experiences of various kinds and the developing musical 
meaning-making of the students. It took up incidences and comments that seem to point 
to such development, but also examined negative cases to add depth to the description of 
the phenomenon. This involved a deliberate search for instances of negative data, which 
were examined across data forms (interview, teachers, students, documents and 
observations). In particular, comment and observation which seemed to be contrary to 
conceptual data was followed and examined in depth. The students’ perceptions of the 
The Student as Maker Chapter 8– The Teacher as builder- The making of Meaning 
 153 
classroom experience was one such issue. This kind of data challenged my existing 
viewpoints and perception. In this analysis, I will explore the idea of teacher as builder, 
using the ideas of personal, social and cultural meanings outlined earlier as a tool for 
analysis. The subdivisions of these meanings described by students will be put into the 
context of music learning encounters. I will then construct narratives from data that 
describe the process, relationships and contexts that lead to meaning. The relationship of 
context to meaning is the primary focus of this discussion. The particular contexts or 
environments I will discuss in detail are the studio/instrumental experience, the 
classroom, the ensemble experiences and the performance context. 
 
Music learning in the instrumental studio  
In the field study for this research, I spent twelve weeks in the school as a participant 
observer. During that time, I taught music classes, conducted ensembles and gave 
individual singing lessons to students. Some of my most intense encounters occurred in 
studio teaching. 
I wanted to use this [opportunity] as a way of getting a feel for the instrumental 
teacher’s one-to-one perspective. (F.J. Researcher: 12/8/97) 
 
There is a particular risk that this kind of data collection appears to be ‘self serving’, 
especially as it is ‘my own account’ of ‘my own teaching’. On one hand, the depth of my 
understanding and closeness to the students enabled me to see the interaction and detail of 
experiencing the process of ‘teaching the intuitive’ and reflecting upon it. I was able to 
use myself as ‘instrument’ of research. In an attempt to cross check or verify these 
narratives and to counter the risk of the analysis being ‘self-serving’, where possible I 
will offset analysis with comments from other sources which apply to the same 
phenomenon. Nevertheless, I have selected these data because they most clearly represent 
the discussions about ‘teaching the intuitive’. 
 
I taught three senior students at lunchtimes and in my spare lesson periods. The following 
vignette is a summary of my contact with one of those students. 
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I had known Phillip for around five years, having taught him in the classroom and 
worked with him as a vocal coach in school productions. We had a good relationship; 
it was relaxed and friendly. He knew me both as a teacher and singer/performer and 
had actually approached me and asked me to teach him purely technical aspects of 
singing to improve his overall performance skills. The lesson structure over the eight 
weeks that I taught him was fairly similar each week. We began by discussing how 
he felt about his sound and how he thought it was affected by exercise, then began a 
formal warm up of humming exercises, bubble exercises and tongue trills. Following 
this we worked on physical breathing exercises, vowel sounds, tone and mouth 
shapes. The repetition was used to create a practice routine habit that would benefit 
his development after I had gone. 
 
In the early lessons, I spoke to him about how I had used the ‘bubble exercises’ and 
tongue trills as preparation for a recording session on the previous weekend and was 
surprised at the clarity of tone and ease of my upper register. Over the next few 
weeks he also reported an effect upon his sound. As we ran through these exercises 
the difference was notable and he commented that he could hear the change in his 
voice. We reflected upon each sound he made, listening carefully for strain and 
overproduction. If we heard evidence of this in his voice, my usual approach was to 
‘feel’ the sound that the student made through imitation, and then try to describe the 
position of mouth and tongue which would correct the problem. 
 
Phillip, like many students (including myself), had great difficulty rolling his ‘r’s. 
This is a very unusual exercise used in the Speech Level Singing technique that I was 
using with him. The exercise can take up to three months to perfect and persistence is 
important. Throughout the time I worked with Phillip he never quite managed to 
perfect it but we kept trying and I continued to describe my own initial problems 
with it and encouraged the small changes that he achieved. Encouragement centred 
around hearing a nice sound in his voice- it was a ‘micro aesthetic’. We listened 
together to a single note or a scale on a vowel the focus was on sound rather than 
music in context. Phillip was enjoying the sound that he made and was immersed in a 
shared listening experience with me that focused upon his voice. At one point he was 
able to run a bubble exercise up to C above middle C which was a noticeable 
movement from the previous week. He was able to feel the speech level 
underproduction and acknowledged that he understood the change. 
 
We ended each lesson with a review of practice routine and setting of goals for the 
next week. I felt the relationship we had developed was based on a trust in what I 
could do with his voice, and the relationship was predicated upon my assessment of 
his development- a little like a doctor diagnosing a patient. I was conscious of 
communicating experience and understanding, and feeling what the student feels to 
correct faults. Over the time Phillip made good progress and gained an understanding 
and formed a routine for practice, which contributed to him a gaining a leading role 
in a school musical production. 
(Summary of field notes observations: singing lessons with Phillip) (F: 27/7/97- 
28/11/97) 
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James also describes how his own intuitive experiences are able to benefit his 
transfer to students: 
It allows me to talk experientially about music if you know what I mean rather than 
stuff you sort of know ’cause you’ve learnt it from a book or something like that. 
Obviously I feel much more relaxed and comfortable talking about things that I’ve 
experienced and areas I work well in. So when I’m looking at those kind of areas 
with students and dealing with trying to help them figure things out themselves I’m 
able to relate to them in a way, ’cause I’ve sort of done the same sort of things 
myself. (I.T. James: 28/10/96) 
 
The vignette describes a studio teaching situation with a talented senior student. I chose it 
because it outlines the closeness and minute focus of the studio lesson. The interview 
with James provides further evidence of the transfer of experiential and intuitive 
understanding in teaching music. Studio teaching deals on one side with the analytical 
and technical development of music skills and on the other with the interpretive and 
intuitive aspects of performance. Often the first is based in exercise and the later 
contextualised by its relationship to performed musical works. These are generally 
motivating whilst exercise is less so. This vignette focuses upon a student who has 
requested that the focus be upon technical work.  
 
Several observations can be drawn from this vignette. Firstly, as a teacher, I took an 
interest in the student’s needs and valued what the student brought to the lesson. 
Secondly, my own experiential understanding was shared with the student informally as 
we discussed how we produced a nice tone and what effect the exercises had upon our 
sound. There was a sense of a shared discourse here, and a trust in the idea that a change 
would occur. Thirdly, by ‘feeling’ the student’s problems through imitation, I was able to 
communicate quite abstract ideas and facilitate an understanding based upon listening, 
reflecting and experiencing the sound. Fourthly, the student experienced a noticeable 
change in the sound and was encouraged both verbally by me and by the sound itself.  
 
What was most unexpected about this interaction was that we both enjoyed and gained 
‘flow’ from the micro aesthetic of singing single notes or non-musical exercises. We 
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gained a challenge from the subtlety of change. Before this experience, I had been of the 
opinion that music out of context was not intrinsically motivated, which made the 
analytical aspects of technical work less appealing to students. I am conscious though of 
my own enthusiasm for such sounds and believe that this may have been an influential 
factor in the student’s enjoyment. Certainly intrinsic motivation occurred and Phillip was 
sufficiently motivated to practise at home. He showed an understanding of the problem 
and the work needed to correct it. There was in that a challenge and a clear pathway for 
meeting the challenge. The complexity of the challenge increased in levels of aesthetic 
subtlety. 
 
Studio teaching and meaning 
The encounter with Phillip as an instrumental student suggested to me quite strongly 
Martin Buber’s notion of inclusion, a kind of ‘living through’ the teacher’s experience 
with music making (Buber, 1969). The following themes arose from the interviews with 
students and teachers about studio music making experiences, which contributed to 
personal meaning: 
• self-containment; 
• reflective practice; 
• enhanced perception and openness to new musical experience; 
• relaxation in private music making;  
• teaching and learning the intuitive;  
• a change in the way we think;  
• initiation into a personal discourse. 
 
All of the above mentioned terms were used by student participants to describe the 
meaning of music making in the studio. They are a direct result of one simple idea: that 
of the student ‘living through’ the teacher’s experience and eventually gaining entry to 
the discourse where they can move independently of the teacher.  
 
The notion of self-containment is a habit of developing an analytical and critical 
evaluation of self in performance which involves discussion about the sound and how to 
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improve it, facilitation of experience and reflection upon that. It is a development of a 
critical thinking and of a routine of development and problem-solving. The kind of focus 
on critical listening to ‘micro music’ problems assists in developing and enhancing the 
overall perception of the music the students listen to. The idea of music as ‘relaxing’ is 
attached to self-containment. The studio lesson encourages the routine of self-directed 
practice and playing and ultimately helps to develop the skills which give access to 
making music as a private and personal activity for relaxation or personal expression. It is 
where the student might experience the intra-personal aspects of music as a way of 
communicating with self and as autonomous expression. 
 
Phillip’s success with music experience gave him the ability to adopt a practice routine 
that was effective in gaining him a desired outcome. Achievement of this change in his 
voice had a profound affect upon his self-esteem and sense of self. The meaning for 
Phillip came from the effectiveness of the teaching and learning relationship. In a 
cognitive sense Phillip gained a skill in critical listening and self-reflection which 
affected his skills in aesthetic thinking. Intrinsic motivation and progress become a 
reciprocal arrangement. It also had a lot to do with the nature of his relationship with me. 
There was also a relaxed and open environment and the mutual initiation into the 
discourse - a kind of collaborative journey, which was pleasurable for us both. 
 
Participants considered friendliness, openness and musical skill of the teacher important, 
but this was not enough for the students. They also placed a value upon progress. In this 
example, Colin, a multi-instrumentalist, discusses his motivation from progress/success 
and his relationship with his music teachers. Here he compares his piano and trumpet 
teachers: 
 
She was a great teacher [his piano teacher] but I just couldn’t relate to her,  
like her room was very posh and I would walk in and I would do the lesson  
and I would walk out. I wouldn’t stop and chat with her like I do with  
Matthew. With the trumpet it was a whole new thing, like we’re good  
friends so it really helped keep my motivation there. I just sort of ran  
out of steam with the piano and so I decided to stop that whereas with  
the trumpet and bass, the bass even more, David I mean he’s just like an  
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old kid, he’s very, very relaxed in his classes, the language that he uses  
is like the language that I use, I don’t know it helps to have that sort  
of relationship with your teacher, it gives you motivation to keep going  
and when you start having successes it pushes you even further.  
(I.S. Colin: 13/3/97) 
 
Colin is a highly competitive sports person and making progress in music was imperative 
to him. He sought challenge in all of his pursuits. In this transcript, however, he mentions 
the relationship and the language and feeling of sharing his musical experience. His 
description of the personal relationship outlines his need for more than professional 
congeniality but describes a need for a deeper relationship with his teachers. He 
eventually ceased learning the piano because the interpersonal relationship was absent. 
He played piano up to seventh grade Australian Music Examination Board standard, 
which constitutes a large commitment and a challenging repertoire but gave up learning 
from this teacher after completing the exam. The goal of reaching seventh grade was one 
negotiated with his parents. Colin’s response is typical of comments from students about 
their teacher. From this we can suggest that progress, friendliness and openness are very 
important in the student-teacher relationship and that absence of any of these qualities 
may discourage students’ sustained involvement. 
 
 Whilst the students describe the most effective teacher-student relationship as friendship 
teachers’ view of the relationship is quite different. Teachers found progress and 
friendliness to be significant motivating factor in the learning relationship. In this extract, 
Simone, a string teacher, describes how she tries to treat her students fairly and equally 
despite her assessment of their ability and progress: 
I try to be very professional and not to let my feelings come through. The fact [is] 
that I really enjoy teaching certain students because they are musical, work hard and 
they’re enjoying what they’re doing as much as I’m enjoying teaching them. But I 
am always aware that they are my students. They don’t have any other relationship to 
me but that of student. (I.T. Simone: 19/2/97) 
 
Simone is also highlighting the power differential in the relationship they are her students 
not her friends, although she describes further how several ex students have become long- 
time associates and developed into friends. What is most important here is that the 
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student and the teacher perspective of the relationship differs. The student perceives the 
relationship as friendship, the teacher as a more professional relationship. This kind of 
inclusiveness is best described by Martin Buber as being: ‘where the teacher stands at 
both ends of the bipolar relationship whilst the student experiences only one’ (Buber, 
1969). Teachers and students alike highlight the importance of the teacher’s ability to use 
multi-media approaches for teaching the intuitive aspects of music through 
demonstration, descriptive language, gesture and facilitation of experience. This kind of 
approach was described in the observation of Jane the instrumental conductor discussed 
in Chapter 7. The idea of ‘feeling’ or internalising the student’s problem and solving it 
was an important theme described by instrumental teachers. By doing this, the teacher 
shows a preparedness to recognise the individual needs of the student, and to tailor 
pedagogical development to suit. Students and teachers alike suggested that the most 
effective means of communicating musical knowledge was through facilitating 
experience through active making, listening and critical reflection. 
 
Students commented that it was important that the teacher, understood them and took 
them into their own lives as practising and reflective musicians whilst also being aware of 
the student’s unique individual development. Senior students in particular were 
complimentary to teachers who had encouraged them to develop their ‘own style or 
sound’. It is at this point that the student is most notably able to function independently 
within a musical discourse rather than as a passenger accompanied by an adult. When the 
student reaches the point where they become self contained and have gained 
reflective/problem-solving habits, that is when the meaning becomes truly their own, and 
not simply shared with their teacher.  
 
In Csikszentmihalyi’s terms, it is at this point that students becomes autotelic, 
(Csikszentmihalyi, 1994: 143) and creates or finds their own challenges and goals and 
sets about achieving them. Music making has within it an infinite set of unique individual 
challenges and these can be achieved both technically and aesthetically. In the case of the 
vignette described above, the challenge became a microanalysis of a sound, a vowel, a 
tone, raised to a high degree of aesthetic subtlety and intuitive complexity. The painter 
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Henri Matisse once suggested that pure colour without form had the power to move 
imagination: in this case it is a single note or tone.  
 
So much of what is learned in music is gained from intuitive understanding, by 
immersion in the context. The teacher facilitates technical challenges externally through 
curriculum and music pedagogy and exposes students to their own intuitive 
understanding of music by embodying and modelling behaviour. The meaning is gained 
from initiation into the music making discourse through the teacher’s lived experience. It 
becomes a solo journey when the student has become self-contained, sets their own 
challenges and goals through action and critical reflection upon their music making. The 
instrument skills and personal meaning gained through their relationship with the 
discourse give them access to greater experiential understanding of music in other 
contexts such as classrooms or ensembles. This encounter forms the foundation of their 
access to other forms of music making and meanings.  
 
Students in the study described a movement towards interdependence as a desirable and 
effective part of music education. Rather than describing the process of learning music as 
a linear process that moves from dependence towards independence and interdependence, 
teachers in the study were careful to include this process amongst the openness of the 
environment. Rather than being linear and progressive, these self contained ideas were 
perceived as being cyclic– that is, the student could move freely between dependence and 
interdependence at any time or chronological age. This was perceived as being necessary 
because of the vast range of musical skills required. Part of initiation into the discourse 
suggests lifelong learning about music making and expressiveness within the domain. 
 
The role of studio teaching 
Each encounter with music learning contains specific qualities which contribute to the 
musical development of a student and their access to meaningful music making. All of 
the contexts of music making offer particular aspects effectively and may be less fluent in 
their delivery of others. Too often, examinations of music learning have focussed solely 
The Student as Maker Chapter 8– The Teacher as builder- The making of Meaning 
 161 
upon parts of the continuum such as the classroom, studio or band rather than a broad 
representation of meaningful music experience. In an examination of what it is that studio 
teaching contributes to the student’s access to meaning, we can extract what it is these 
experiences add to musical understanding. The studio experience is profoundly personal; 
its relationship is rooted in the mentor like tradition of teaching and learning though a 
‘master’. The focus in this case is on the very specific skills of expression and 
performance on a single instrument or voice and the ultimate development of an 
independent or personal sound or musical voice, unique to the student. These qualities are 
specific to this teaching environment and this intense and personal relationship with a 
teacher.  
 
Classroom music 
When I began the analysis of data concerned with classroom music, I was initially 
disappointed by some of the comments made by the students, and shocked by some of the 
negative circumstances I observed and recorded in my field notes. It seemed that 
classroom music was considered the ‘poor cousin’ to the more challenging ensemble 
program. Students interviewed considered that it was less personal in its relationships 
with the teacher than studio learning and generally, as one student described, a ‘little light 
on’ in respect to its depth of content and ability to provide challenge. This was 
particularly the case with compulsory classroom music but still prevalent in respect to 
elective classroom music lessons. Many teachers viewed classroom music as an 
introductory agency to studio learning and ensemble participation with a smattering of 
generic music education. In some respects, it encouraged the musically able and ‘filtered’ 
out the less talented and less-able students, by restricting access to some music 
knowledge thus creating an elite. As I have spent a large proportion of my life as a 
classroom teacher, the initial description that emerged of my professional focus was not 
encouraging.  
 
A very different picture started to emerge when I began to probe further into the question 
of what was unique about classroom teaching. I examined what classroom music could 
offer to music learning that was not being offered by the more focussed experiences of 
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studio and ensemble. It became clear that classroom music had contributed in a 
distinctive way to developing their music making more broadly, regardless of whether or 
not they compared the experience unfavourably to other music experiences, or they 
ranked it lower in importance or enjoyment. In the analysis of interview and field data 
themes emerged that described how classroom music had given access to ways of making 
sense of all of their music experiences. They valued being introduced to music from other 
cultures and times. Students described how they had been given the opportunity to safely 
taste a variety of musical experiences, instruments and ideas. Most often it was where 
they had had their first ensemble and instrument experiences. They commented 
favourably about how the classroom was where they were introduced to creative making 
both collaboratively and independently and learnt how to think critically and reflect upon 
music experiences in a variety of contexts. These aspects in particular are seldom 
represented in studio or ensemble programs, where the focus is upon the specific activity 
of making or recreating music. Modelling behaviour of reflection and perceptive thinking 
occurred in the studio teaching. This kind of reflective approach is outlined in the 
example of Phillip’s singing lessons and in ensemble rehearsal such as the description of 
a rehearsal outlined in Chapter 7. This kind of activity is less common in these contexts 
and is seldom a goal, while the activity of ‘making music’ takes priority in these contexts. 
What I was able to observe here is that students brought their experiences with music 
listening to the classroom and it is here that these making encounters were shared, valued, 
broadened and reflected upon.  
 
Classroom music as a gateway  
One of the roles of the general music program or classroom music program is to act as a 
‘gateway’ to instrumental music, ensemble experiences, making and presenting music 
and other musical styles from other cultures and periods–past and present contexts 
(Curriculum Corporation,1994a, 1994b). Jason, a sixteen-year-old who plays trumpet, 
guitar and writes songs, talks about the effects of his classroom music experiences: 
It just opened up doors to different pathways, like we just tried different styles of 
music, we weren’t too great at the instruments at the time but still. And they 
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[classroom teachers] just showed us some concert band pieces that we attempted to 
play and, yeah, studied theory and stuff a bit. (I.S. Jason: 20/3/97) 
 
Jason, is commenting upon the variety of encounters he was exposed to in classroom 
music. He is describing the classroom music experience as a gateway to other experiences 
in music making, providing his first tastes of concert band ensembles, music from other 
cultures and instrumental music. It was a classroom teacher who noticed his attraction to 
trumpet and guitar and encouraged him to join bands and take up studio lessons. In many 
cases, students reported beginning instruments through the classroom instrumental 
program of exposure to instruments. Students who already played an instrument, often 
took up another instrument. 
 
Classroom music as creative music (creating, making, presenting) 
Classroom/general music also has a role to play in facilitating collaborative making 
activity and experiences with new instruments, new forms, styles and new 
media/technology. Edward, a seventeen-year-old guitarist and clarinet player, describes 
the opportunity for creative work in the classroom: 
I loved the creative activities. I always got excited when we were given a task to do 
that was creative. I remember once we were to make an answering machine jingle. 
That was one of my first experiences of making music for a purpose and that was 
really good fun. I love making my own music. I was glad that was part of the music 
syllabus. (I.S. Edward: 9/7/97) 
 
In the case study, classroom creative activities revolved around the curriculum idea of 
domain projects, which are long-term or repeated projects involving issues central to the 
domain of music or art (Gardner, 1992). Edward’s description of ‘the answering machine 
jingle’ was such a project, where he and a small group of students had been given a 
‘brief’ to compose and perform a jingle for a staff member’s answering machine. 
Edward’s comment that it was ‘one of my first experiences of making music for a 
purpose’ (I.S. Edward: 9/7/97) echoes other participants who described the classroom as 
the place where this kind of focused creative music had its beginnings. The effects upon 
self-esteem of such activity are quite profound. Students felt a sense of ownership and 
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pride in the product. Margaret, a sixteen-year-old piano player and composer, describes 
her experiences: 
Oh that was good, [creative projects]. I liked that. I remember doing something with 
James in a keyboard group and I still remember that it was good because we were 
making it up as we were going along, it was better, it was, you made it, and it sounds 
good. (I.S. Margaret: 21/3/97) 
 
For Margaret, it was the moment that her interest in composing was recognised by a 
classroom teacher. She was later directed towards learning composition as a principal 
studio study. She was also introduced in this activity to the ‘new media’ of synthesizer 
performance and computer music. 
 
What is being described here is not only classroom music as an introductory agency but 
the role of teacher as ‘animateur’. The teacher is recognising student interest and 
directing them to ways of extending and building upon that interest. The phrase [the 
classroom teacher] ‘started it all off for me’ (I.S. Phillip: 5/6/97) was common amongst 
participants reporting first experiences with creating music and providing the first 
instrumental and ensemble experiences. 
 
Classroom as a place for reflection 
I was particularly surprised by interview data collected from teachers and students that 
suggested that the classroom was the ideal place for teaching and learning musicology/ 
research and aesthetics and criticism. From Csikszentmihalyi (1994) I note that  
‘Activity and reflection should ideally complement and support each other. Action by 
itself is blind, and reflection impotent.’ (Csikszentmihalyi, 1994: 226) This kind of 
response is supported by the empirical data. In this extract, James outlines his 
understanding of the role of classroom music: 
I think the classroom aims to develop an aesthetic sense of music - like basically be 
able to respond, to music to have some sort of response, that appears to be the aim 
and, just expose students to music as an experiential thing rather than a something 
that they’re passive, that they just listen to. So I like the way they’re introduced  
to certain elements of music making and encouraged to try those elements  
out for themselves. (I.T. James: 28/10/96) 
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James articulates here his perception of the role of classroom teaching at the school as 
aesthetic and experiential. He sees the teacher facilitating a response to that experience 
through reflection on it. He is describing both the generic aesthetic function of classroom 
music and its role as introductory agency, but also the critical aspect of response, of 
focusing attention on experiencing music making and responding through critical thought 
and reflection. Students also valued the aesthetic dimensions and the opportunity to 
reflect upon what they experienced in the classroom and spoke about how that influenced 
their present thinking: 
it [was] just good to have the ear to pick up on that kind of stuff and to be able to talk 
about it and know what's happening and that's definitely what the discussions have 
brought along. It's really interesting to see how all these do fit into what I do today. 
(I.S. Edward: 9/7/97) 
 
It becomes a valuable analytical skill and improves the process of listening and self -
criticism. 
I sit down and listen to music and practically tear it apart to find the  
 tiniest little sounds and usually I have a friend with me and we just discuss it, we 
discuss it for hours. That's what we like doing, its a favourite pastime. It's given me a 
key to that kind of a world. (I.S.Edward: 9/7/97) 
 
In the previous chapter, students commented on how they had gained enhanced listening 
skills that they had derived from their musical experiences. They also spoke of listening 
to a broader range of music than their non-musically experienced peers. The origin of this 
enhanced perception and broad listening base was described unanimously by participants 
as being drawn from classroom reflection and critical activities and classroom domain 
projects that involved music from other cultures, styles and periods. 
 
Meaning and classroom music 
The evidence presented here suggests that the classroom program can assist in the gaining 
of reflective skills, access to a range of music styles, and critical thinking and listening. 
The creative experiences contribute to an understanding of how art is made and the 
structure of music. These are skills of self-containment that allow students enhanced 
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expressive capacity that makes their engagement with music making more meaningful in 
a personal way. 
 
In the social context, it provides collaborative creative activity and often constitutes the 
‘first tastes’ of music making experiences in large and small ensembles. It offers the 
development of skills of working with a diverse group of variously able others - teaching 
tolerance, understanding and patience. The musically able students, who were critical of 
the ‘un-musicality’ of their peers and the lower quality of classroom music making, spoke 
of how it developed their patience and described how they benefitted even from 
unsuccessful music making through reflection on it: 
We had a few stuff ups that didn’t sound that good. It still just helps you develop 
your own creativity. (I.S. Wendy: 31/7/97) 
 
There’s always been non-talented people who either don't want to be there, or can’t 
play that well. Like in those things we did in year 8 and year 7. But you can’t always 
have great situations. It’s just another one of those things that's a learning  
experience, playing with people no matter how bad they are. I mean I’ve  
always learnt stuff from being in classroom situations, especially like in  
the later years. (I.S. Jack: 10/7/97) 
 
When classroom music leads to meaningful reflection, even unsuccessful music making 
may become worthwhile learning. 
 
Cultural meaning is a more complex idea in the classroom and it is linked to the notion 
that it is the teacher who designs and creates the music making and learning environment. 
The classroom is a small and controlled environment. It has been criticised as being 
unlike real music making, artificial or simulated. It is this quality of control which makes 
the elements of psychological and physical environment able to provide a ‘safe 
environment’ for presentation of music making, for students to take creative risks and to 
talk reflectively and openly about music experience. It can be a place that values students 
making as unique and expressive and where music meaning is both caught as well as 
taught. It is like a microcosm of the real world. Unlike the world it simulates, it can be a 
safe place to experience meaningful music making. 
The Student as Maker Chapter 8– The Teacher as builder- The making of Meaning 
 167 
It gives you the confidence, cause if you can play in front of a classroom [you can 
play anywhere]. (I.S.Janet:17/4/97) 
 
It was the first place I ever played a solo. That's where I first thought, ‘I can do 
whatever kind of music I like’.(I.S. Linda: 5/3/97) 
 
Oh it was good, just for the different experiences and there was always a pretty 
comfortable environment. There was never any pressure if people didn't like the 
music we made or anything. (I.S.Wendy: 31/7/97) 
 
The students here are describing a ‘safe place’ to make music to an audience of peers. For 
that to occur though, the teacher needs to create an atmosphere in the classroom that is 
open, friendly and relaxed– one that is accepting and encouraging of music making and a 
safe place to make and reflect upon music. Students interviewed recollected just such 
environments in their memories of classroom music experiences. In a sense, the 
classroom attempts to control or simulate meaningful experience, and in this case the idea 
of cultural meaning is experienced within the ‘micro world’ of the classroom. In this way, 
the teacher can recreate the access to aspects of a reciprocal cultural meaning in a safe 
and encouraging way. Whilst educating the performers, the teacher in this situation is 
simultaneously educating their responses as an audience. Students learn to be both 
performers and critical reflective audiences. 
 
A fragile psychological environment 
What emerged from interviews and observations was how dependent the classroom was 
upon the teacher as the builder of that environment. The teacher needed to provide: 
• intrinsically motivating music activities that were challenging yet achievable 
for all; 
 
• an environment that was open to ‘music as music’ where style and form from 
a variety of cultures and periods could be sampled, experienced and valued for 
what they contributed to an understanding of music overall;  
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• an environment in which it was ‘safe’ to take creative risks and talk about 
intuitive ideas and expression. 
 
The characteristics of the teacher 
The characteristics of the teacher most valued by interviewees was made up of the 
following actions and character: the teacher must be a maker, animateur, and a builder of 
psychological environment and creator of atmosphere and attitude; they must be 
personally encouraging, open and have an interest in what the children bring to the 
relationship and value their interest in music; and most importantly they must facilitate 
experience through imaginative curriculum. 
 
The classroom teacher as builder of meaning 
The classroom emerges in this analysis as having a unique and pivotal role in providing 
access to meaningful experience and also an opportunity to make sense of the other 
experiences that form the range of musical encounters. Dewey suggests that in many 
respects his ‘art as experience’ brought a new focus in arts education upon the 
intrinsically motivated joys of arts making experience. What was misinterpreted in many 
adoptions of his ideology was the absolute necessity of reflection to make sense of these 
experiences. Music is meaningful in itself personally, socially and in a wider cultural 
sense, but experience with this meaning–although significant – is made more complex by 
its exposure to developing skills of reflection and aesthetic criticism. In the studio, this is 
closely focussed and modelled behaviour, which is sometimes not conscious but felt and 
transferred. In the ensemble this is also the case when directed by a conductor
6
 and 
becomes a necessity when the ensemble works collaboratively. It is in the classroom 
where all of these experiences have the opportunity to be reified by conscious and 
detailed reflection and critical thinking.  
 
                                                
6
 The case stated in the previous chapter where Jane’s wind ensemble imitated her rehearsal behaviour 
when the students conducted section rehearsals illustrates this approach. pp No: 112 
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In my master’s thesis (Dillon, 1995) and Chapter 2, I argued that it was this immersion in 
activity and experience without sufficient focus upon conscious reflection which 
contributed to the perceived failure of progressive education in the creative arts. The 
broad and unified access to meaning in music education is dependent upon the classroom 
being ‘the hub’ of the music learning wheel. It is from this hub that access to experiences 
radiate, and when combined with reflection it forms a strong basis for gaining skills that 
enable the layers of understanding to be formed. The classroom experience, then, should 
actuate the access to meaning and give tastes of music making in a sheltered and safe 
environment. Criticism of the classroom as being ‘watered down’ or irrelevant to ‘real’ 
music making are turned upon themselves. It is necessary that the classroom be a 
controlled environment so the teacher can safely and successfully facilitate meaningful 
experience to participants. It is not so much a ‘watering down’ of the experience but a 
conceptualised simulation of a ‘real encounter’ that enables students to gain the ‘spirit’ of 
the experience. The meaning of music changes in relation to the context so the focus of 
the school experience is not so much cultural authenticity but what the experience 
contributes to musical knowledge. This applies as readily to experiences with other 
cultures and times as it does with understanding our own rapidly changing culture.  
 
For many of the students interviewed, the classroom experience was perceived as being ‘a 
little light on’ or not quite as exciting an experience as their instrumental, ensemble or 
performance encounters. What I have attempted to do in this section is to determine what 
an ideal and specific contribution might be. The idea for this analysis came particularly 
from the sense of negative data which emerged from discussions about the classroom 
program and observations. I actively followed this information in a negative case 
analysis, finding that the detail was not quite as damning of the classroom program as 
first perceived. Rather, it enabled me to draw the comments and observations presented 
above. The ‘glory’ in music teaching will always go to the conductor/director of the 
successful ensemble or the teacher of a genius child protégé. The classroom teacher will 
have to be content with defining their role more clearly. Hence the definition of the role 
as gateway, the introduction of creative and diverse music styles and cultures and most 
importantly the teaching of the meta-cognitive skills of reflection. The intention is to give 
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clarity to the role and propose that the potential for this function is to act as a unifying 
force uniting experience in other contexts through its direct influence upon aesthetic 
thinking. 
 
The Ensemble 
In the interviews and observations for this study, the ensemble was mentioned most often 
as the most memorable and personally rewarding experience for students. It is where a 
different but nonetheless important relationship with a director or conductor is forged, 
and where the social and cultural meanings are often gained. Participants saw the 
ensemble as the ‘real music making’. It is the context where analytic and intuitive 
understandings are expressed musically, where experience is gained and social and 
technical instrument skills are challenged and developed. Students made quite strong 
distinctions between their large and small ensemble experience saying that the positive 
aspects of the large ensemble were its ability to absorb a variety of skill levels. They 
commented upon the largeness of the ensemble as a physically moving experience, which 
gave them a sense of belonging. The small ensemble provided a more intimate social 
setting for playing and learning music, and one in which the responsibility of ‘one person, 
one part’ provided interest and challenge. This was particularly the case with student- 
directed ensembles such as rock bands and chamber groups. Students interviewed 
suggested that, at different times in their musical learning, each kind of ensemble 
contributed to their musical development in a unique way. What I would like to 
determine here is what the characteristics of ensemble music making are, and in what 
ways they contribute to the making of meaning. 
 
In this analysis, I will focus upon three types of ensembles that I observed during field 
observations. The first provides a different perspective on the large ensemble/wind 
ensemble described in the last chapter, looking more succinctly at the relationship 
between teacher/conductor and students. The second recalls a rehearsal of the more 
innovative small ensemble, which formed the basis for the pilot study. Finally I will 
examine a rehearsal of a small self-directed all-female rock band. The focus of this 
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analysis is upon the specific qualities of each ensemble to provide opportunity for 
complexity and to seek links of the experience to meaning. 
 
The Wind Ensemble 
During my observations of a rehearsal at a music camp, I recorded the following 
description of a conductor interacting with a large ensemble. She demonstrated a strong 
connection with her students despite the ‘tyranny’ of large numbers: 
She has great control, a command of respect through the necessity of control, but a 
benevolent approach where she outlines and explains and shows her feeling and love 
for the music. The overall culture of attentiveness, questioning and relaxed 
interaction whilst focussed on the music is present here. It is a sharing partnership, 
the size of the ensemble not inhibiting the personal input. They work together but are 
led inclusively and with a consciousness of the education, telling why and how and 
facilitating experience to give understanding. She uses description and sings 
constantly to communicate, encourages verbally and understands the problems. She 
teaches many of them their instrument or as a classroom teacher- she was probably 
instrumental in their being involved in playing the instrument in the first place. This 
is a very strong relationship. (Field notes: 12/8/97) 
 
The large directed ensemble 
Large ensembles in the form of concert bands and orchestras are often the ‘flagship’ of a 
school music program, the public face and the measure of the large involvement and 
quality of a school’s music program. Students interviewed for this study suggest that this 
was their least favourite music experience but one that had given them useful 
organisational knowledge and discipline. The social experiences of such ensembles are 
undeniable, but what are the musical and educational values and what does it contribute 
to meaning for the student?  
 
Firstly, let us examine the physical structure of such an ensemble. The wind ensemble 
talked about above was a fifty-piece concert band. It accommodates a broad range of 
skills from the early learners (post training band) through to the very able. It was a 
compulsory ensemble and all wind and percussion players at the school were required to 
play in the band. This in itself made it unpopular. The music it plays at this stage of its 
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development was generally large-scale works, which are complex formally in terms of 
linear structure and instrumentally complex in the vertical structure of the instrumental 
arrangement. The works are highly notated and strictly directed and interpreted by a 
conductor. In many cases this is not an ideal learning situation, with the 
conductor/teacher taking a very mimetic approach to the direction. The field notes above 
describe a far more inclusive relationship, despite the size of the ensemble. The 
complexity of such experiences lies in the formal structure of the pieces and the 
organisation required, to achieve a performance of the works. The conductor described 
above was adding an educative quality to the experience by inviting students to 
participate in being perceptive about their sound. She used the same methods utilised by 
studio teachers to encourage and facilitate understanding through experience and 
perception about the music. Her use of metaphor and descriptive language, clapping, 
singing and visual demonstration show the diverse means required to communicate. Her 
goal is to involve the students in the process of music making, asking them to be 
perceptive and being reflective with them. Both by doing and being, she shared her 
understanding. She was creating an environment where music might both be taught and 
caught. 
 
Students and teachers interviewed spoke of the large ensemble as being a ‘safe place’ to 
begin playing and where they first experienced music making social relations. The 
vertical age structure of such an ensemble certainly provides the social opportunity to mix 
with a variety of age groups. The school psychologist supported the important role of this 
kind of ensemble as a structured place where social interactions were less dependent upon 
personality than what the student was able to contribute to the whole. 
Being part of the band has been a really safe connection for them. I can actually think 
of quite a number of students who have taken friendships away from being part of a 
band as it has been a really safe vehicle for them to exercise those skills. 
(I.T.Barbara: 4/6/97) 
When asked to comment on what created this effect, Barbara said:’ I guess how 
it's run. There is an acceptance for who you are.’ (I.T. Barbara: 4/6/97) 
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The school minister made similar remarks about this aspect of ensembles: 
What seems to gel with kids at this school is the fact that they belong to something a 
production an ensemble a small music group which has had the effect of raising their 
own awareness of who they are … (I.T. Mark: 14/10/96) 
 
These ensembles have a variety of simple and complex parts; the chances of success at a 
variety of levels are high. Hence the complexity is mainly inherent in the largeness of 
musical and social structure. What this means is that this kind of ensemble may offer an 
experience with complex music, 
7
 and it offers a safe first experience with music making. 
Furthermore, the large ensemble also offers a unique social experience which is 
accentuated by the impact of performance. Potentially, such an experience could 
contribute to personal meaning through the complexity of form and notation. It adds an 
aesthetic dimension through the collaborative achievement of a ‘sound’ and ability to 
interpret conducting nuance. Consequently, there is potential for personal, social and 
cultural meaning. The cultural meaning is derived from the great value which a school 
community, parents and teachers place in the large ensemble as representative of them. 
This was very evident when this wind ensemble went for an overseas tour. Alternatively, 
the musical material might not be challenging enough, the social encounters shallow and 
over-structured and concerts soul destroying. 
 
The responsibility for all of this lies with the conductor’s ability to organise the ensemble 
so that it succeeds and to choose material that is sufficiently complex to challenge 
aesthetically and analytically. The strengths of such an experience lie in its inclusiveness 
and the complexity of the music performed. The skills gained are those of large-scale 
collaborative work. 
 
The synthesizer ensemble 
The synthesizer ensemble/art ensemble was a small, directed ensemble. The 
responsibility for formal structure and individual parts (one person per part) was upon the 
                                                
7
 It may also offer simple and very banal music: the selection of music to challenge the band is part of the 
conductor’s responsibility. 
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individual. The music was negotiated with the director. The process becomes 
participatory, the social structure more intimate and dealing with interchanges of an 
aesthetic nature. The analytic complexity of this encounter is gained through technical 
skill and the responsibility of ‘one person one part’. The individuals depended upon each 
other musically. The aesthetic complexity of this ensemble was drawn from its attention 
to detail in ‘feel’ or the unity of the rhythmic and tonal qualities of the interpretation. This 
is about depth of understanding. It is not simply playing the music but doing it in a 
particularly moving way. In some cases, this ensemble improvised so the structure of the 
music was ‘moment dependent’. Students and teachers interviewed suggested that this 
was the most educative of the ensemble experiences. This comment from James the 
keyboard teacher and synthesizer ensemble director, reflects clearly the value of the small 
ensemble as education: 
I think small ensembles probably are the most musical ensembles in that the idea of a 
small ensemble or chamber ensemble where there is not as much duplication of parts 
so there's more - each player has to take more of an initiative for themselves, whereas 
that is not to say there is no initiative in a large ensemble but its a different. In the 
small ensemble, basically there's one part per player and all the other parts rely on 
that player to make a meaningful cooperative, musical contribution if you know what 
I mean, and there’s not as much, perhaps there is less room for superfluous parts in a 
small ensemble. If you take a rock band for example - bass, guitar, drums and singer 
and if any one of those members doesn’t pull their weight musically the whole sound 
suffers 'cause there's not much room for - you know, how many people can decide 
they don't want to play in any particular song and all that sort of stuff because of how 
they sound. The audio spectrum is the bass has got the bottom, the guitars have got 
the middle and the drums have got something else and people have to have lots of 
initiative as players so that they say can fulfil that role musically. So I think that the 
idea of small ensembles or chamber music ensembles is a very musical context for 
people to play in and I think that there's a chance for them to learn a real lot because 
they have to initiate a lot of the learning themselves. (I.T. James: 28/10/96) 
 
Teresa reinforces this view from the student’s perspective: 
Because we’re small we can be flexible and that's just such a good thing and 
everyone has a really positive enthusiastic attitude, which really is infectious. I mean 
I've always been very driven when it comes to music too. The other thing with access 
to equipment and stuff I mean I don't play anything which requires a lot of equipment 
apart from the wind controller ( Electronic MIDI synthesizer controller which is 
blown like a Sax or Clarinet and has a full range of ‘synth’ sounds and a 6 octave 
range). That was fun taking that home and learning all about  
that. (I.S: 26/10/96) 
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Teresa is also describing the new skills she gained through the technological encounter of 
a ‘classical flute player’ with an electronic MIDI wind controller. 
 
These kinds of encounters facilitate meaningful experiences in the personal through 
complexity of both analytic/skill and aesthetic/intuitive expression and socially, through 
the intimate aesthetic discussion, collaborative reflection and group experience. The 
cultural meaning is gained by the public pride in this ‘higher level’ of complexity of 
‘form and feel’ presented. The students also felt that they were contributing to the 
development of the domain itself, contributing to musical values. Once more, the role of 
the director in choice in terms of music and the way in which the director involved the 
students in their own love of music was seen to be critical in the success of this kind of 
ensemble. Indeed the jazz ensemble observed they ‘swung’ like their teacher –that is they 
were able to present a sophisticated rhythmic feeling in the jazz idiom. It was their 
director who transferred the intuitive understanding of this concept to his students 
through demonstration, clapping, playing, singing, metaphor and descriptive language. 
The teacher as builder of these environments is again critical in the success and educative 
qualities of the experience. 
 
The Rock band experience 
During preparations for a large concert, I observed four girls in a rock band. The depth 
and closeness of their relationship provided an opportunity to observe what students 
described in interviews as a ‘deeper way of knowing’ which students suggested they 
experienced in small ensembles. 
 
The switching between humour and genuine encouragement is interesting to observe. 
The girls are very caring for each other and sensitive to moods. They are able to have 
really ‘bitchy’ jokes and ‘have a go’ at each other but not be offensive. Amongst 
these girls, there are some very fragile self-esteems and they are very conscious of 
being supportive of each other. (Field observations of concert rehearsals) (F: 13/8/97) 
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The rock bands I observed were the least structured in terms of their rehearsals. At first it 
appeared that the music was not complex and presented little opportunity for challenge. A 
closer examination of students’ and teachers’ interviews revealed that the complexity of 
this encounter lay in the aesthetic of ‘feel’ or playing consistently and accurately. The 
complexity of rock music is often in its production – that is, its timbrel choice and tone, 
balance and overall sensibility. Significantly, the small self-directed ensemble is complex 
socially. It is intimate and participants referred to a ‘deeper way of knowing’ each other 
that they gained from this kind of encounter. This focuses upon the personal aspects of 
achieving the challenge of aesthetic and technical difficulty. The participants also gained 
a direct personal meaning from the expressive aspects of composing and arranging music 
themselves, as well as organising and running rehearsals. They also demonstrated a great 
commitment to making music in this way. The social meaning is hinged upon the deep 
and intimate relationships gained through this kind of experience. From the field notes 
presented above, it is possible to see the high level of cooperative interaction which took 
place at the rehearsal.  
 
The cultural meaning in this case is a serious issue: what is being projected by this kind 
of ensemble is intensely personal. The members of the group decided for themselves 
what to play and how to perform. The response from the public was important 
acknowledgement of the group members’ choices. Nevertheless, this kind of relationship 
and group presents a very self-contained attitude – one where self-criticism and self-
support are most apparently developed. Certainly public affirmation is important, but in 
some cases negative response can also have a profound effect upon the group’s 
development. The group observed was an all-female rock band. They experienced a great 
deal of male opposition to their music when they first began to play. It was almost as if 
the loud rock/grunge music they performed was exclusively a male domain. In a sense, 
this appears to be a contradictory idea to that presented as cultural meaning and its 
importance to the music maker or artists. It is the tension between affirmation and 
acceptance and the self-contained passion of expressive music making that makes 
ultimate acceptance and affirmation even more valuable. History is full of examples of 
artists who made meaningful and expressive art without the acceptance of the community 
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but continued to make art buoyed by their self-contained perception of what was 
meaningful to them. It is sometimes sustained by their membership within their particular 
artistic discourse or domain. It is a pathway that innovators in a domain often face and 
gives the domain the means of its own growth. In the case of our ‘all female’ rock band, 
they suggested that this negative peer response to them actually made them a stronger and 
more determined group, shaping their sound and making their ultimate success an even 
more meaningful experience for them because this helped shape their music in a creative 
and innovative way that contributed to the development of the domain. 
 
Each of these encounters provides different opportunities for music learning and the 
facilitation of meaning. The large ensemble provides complexity of social conditions and 
of musical works. It offers safe experiences for novice players in the personal, social and 
cultural sense. Small, directed ensembles provide a good educative basis for learning 
music, which is challenging and can contribute aesthetically to the domain. The difficulty 
of such ensembles is that they require a high level of skill to cope with the responsibility 
of ‘one person, one part’. The intimate social aspect is also a strong contributor to 
meaning and learning. The small, self-directed rock band seemed to have the least 
complex musical structure in terms of analytic complexity but a demanding social 
requirement and responsibility. It was considered by participants to be the most 
personally expressive of the ensembles with groups being particularly proud of their 
‘own’ style, their own compositions and their unique sound. The responsibility gives this 
kind of ensemble the broadest aesthetic depth but the least analytic complexity. The 
educative qualities lie in the use of music as a creative expressive vehicle rather than 
simply a re-creative one. The cultural meaning in such an ensemble is more referential 
and is directly personal. The outcomes are development of self-directed team skills, self- 
containment and realisation of collaborative creative work. 
 
When we examine the ensembles in these terms, it is easy to see that each has unique 
educational applications. Some more are appropriate for early learning, others more 
relevant to later development. Each encounter has qualities that touch on social and 
musical skills in quite a different way, moving from the dependence of the large 
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ensemble upon structure and strict direction through the independence of the small-
directed ensemble to the interdependent nature of the self directed ensemble.
8
  
 
Performance 
In this section I would like to examine the role of performance as part of music education. 
There are fundamentally two areas in which performance or making of music occurs 
beyond the classroom and the ensemble rehearsal. The first is the aesthetic presentations 
to display student progress and promote musical development for its own ‘artistic’ sake. 
Secondly, there is the role of music performance, making and presenting in a ceremonial 
and pragmatic sense. School speech nights, assemblies, church services, remembrance 
days – there are a multitude of areas in which music is made and performed as a part of a 
school or community ceremony rather than as a central focus. In this discussion, I will 
examine what effect participation in both of these contexts has upon musical 
development and the meaning that students attach to these events. 
 
In terms of the meaning described in this thesis, performance of any kind relates most 
strongly to the notion of cultural meaning. It is primarily about the presentation of artistic 
product to the community and the response and value that the community attaches to that 
work. The community attaches meaning to the art object. Added to this is the notion that 
the makers, too, present themselves as an expressive character that the community 
responds to. I am suggesting that the making of art affects and educates the character of 
the maker and that the community responds to this projection of person independent of 
product. Cultural meaning is about the reciprocal exchange of meaning between the 
maker and the community. In this analysis, I separate the person and the product as 
Dewey outlined in Art as Experience (Dewey, 1989). This is so that we can make a 
distinction between the aesthetic relationship of making and the relationship that 
perceivers have with the product independent of the process. 
                                                
8
 Note a small, self-directed ensemble may not be a rock band but could be a chamber group playing more 
complex material. The issue here is upon the self-direction and intimacy of such a group rather than the 
style of music performed. 
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Performance is a prime goal of music making. It adds complexity to it and provides 
another dimension to the challenges it is able to present to the maker. Presentation of the 
product is an important factor in reassuring and affirming the relevance and value of 
music made. Despite the strong suggestion of participants that most music makers were 
self-critical and self-contained in their understanding of the product of music making, 
performance still figured as an important part of music making experience. At the case 
study school, performance/presentation of student music making occurred actively in 
both the ceremonial and pragmatic aspects of school life as well as music for the sake of 
purely aesthetic purposes. In short, music was made to contribute aesthetically to the 
domain as well as for practical ceremonial purposes where the focus was upon the event 
rather than the music.  
 
Community response to music making as a whole, and within subcultures in the 
community is an important aspect of motivation, reassurance and affirmation. As the 
English and drama teacher Jessica said ‘that what you love to do is worth doing’ (I.T. 
Jessica: 22/1/98). This may occur as part of the whole school community in ceremony, as 
part of youth subculture and as an aesthetic contribution to the domain. The affirmation 
and feeling of belonging and recognition is in this way multi-levelled. Interestingly, 
students saw little difference between a pragmatic/ceremonial presentation and a purely 
aesthetic performance. Teachers interviewed supported the conscious integration of art 
and ceremonial activity as an increase in the range and possibilities for performance and 
one which reflects the kinds of performances required in the ‘real world’. In this respect 
they considered the approach to be relevant to life. Students interviewed echoed the 
teacher response, in this regard. What I would like to examine here is the characteristics 
of environment that encourage and support successful performance and then consider 
what each encounter contributes to meaning. 
 
Firstly, let us consider some comments made by the school minister/counsellor about his 
perception of the role music plays in ceremonial events and in particular music that was 
made by students specifically for the events: 
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It’s generated a feeling of not only acceptance but of owning. 
 
I think what it said to me was that the cultural symbols that we use in a number of 
places, if music is at the centre of it, it resonates more than just the visual. We are a 
culture that listens to music, but to hear our own music is almost breathtaking.  
 
Yeah I think there is what I would call a democratisation of the process that the 
students, its a grass roots thing in a sense. It hasn't been imposed by a tradition in the 
school which says you must do this it says what can you offer what is your gift and 
that is far more rich in people’s ability to respond than something which has just 
been handed down from generation and its been imposed as part of the folk lore of 
the place, and this is for me a very special indicator that this is a healthy community 
and not waiting for something to be passed on from on high. They are actually 
searching inside for their particular gift to offer. (I.T. Mark: 14/10/96) 
 
What Mark is describing here is that through making music for the ceremonial purpose, 
the students play a participatory rather than passive role in the ceremony. This in turn sets 
up a reciprocal arrangement where the community values and feels a pride in both the 
product and music makers. This short extract in itself embodies the idea of a cultural 
meaning. Certainly a student gains a sense of personal meaning from music making that 
is self-contained, and that which is made in fruitful collaboration with others, but this 
reciprocal arrangement adds a whole other aspect to meaning. It is where music product 
moves into a wider cultural dimension.  
 
Cultural meaning is possible when music product meets the community. The complexity 
that this adds to the process of making is that it must communicate something to the 
community and simultaneously represent the community. In the ceremonial context, this 
means that the music making must fit the requirements of the ceremony. In the above 
extracts, the minister is suggesting that those who make the music gain a sense of 
belonging and recognition. The non-musicians who participate in the ceremony feel a 
unity and inclusiveness because the music has been made for them and by one of their 
‘own’. Doing this task for the music maker is a form of focussed and complex music 
making which is different to self-contained activity and adds the wild card of the 
community response.  
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Experiences with performance to community can be positive and affirming, like the 
situation described by Mark, or soul destroying and negative as experienced by the all-
female rock group. The difference in this case comes from how the environment has been 
‘arranged’. It is possible to provide an environment where performance is an encouraging 
experience and were negative response leads to correction of the music and learning from 
the mistakes rather than personal rejection. I discussed earlier that being part of an 
audience is as much a learned response as preparation for performance and learning how 
to be an audience is one of the valuable skills gained from classroom music. Outside the 
classroom, and in the school community, music made for a purpose is also a potentially 
safe and useful educative experience. The focus of pragmatic music making is often less 
upon the technical and analytical aspects of music making and more upon the referential 
aspects of the music to provide mood for a particular context. It is the appropriateness of 
the music as a socially unifying force that is the focus rather than the skill of the 
performer or the quality of the composition. This kind of music making is potentially a 
safe environment for gaining access to cultural meaning if the teacher constructs and 
prepares the event carefully. 
 
Music making for school ceremonies and purely aesthetic performances was common at 
the case study school. Performance of any kind adds another dimension of complexity 
and challenge to music making. What was different in the two contexts was the focus. In 
aesthetic music performance, we encounter the notion of judgement by the domain of 
music itself rather than just the audience. These kinds of performances often focus upon 
technical analytic perfection as well as aesthetic/intuitive expression. This kind of music 
making has a greater link to pedagogical development of graded music, music that has 
been designed or composed to increase in complexity or challenge in a progressive 
manner. The response to performance has two dimensions: firstly that of the audience, 
and secondly the self-criticism and ‘informed’ criticism of others who are in the 
discourse.  
On the other hand, pragmatic performance is more clearly linked to more emotive 
music/mood invoking music. The judgement of it is in terms of its appropriateness to the 
occasion and ability to express or enhance the emotive qualities of the ceremony. 
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What is important about both contexts, is that they need to be constructed so that the 
environment is encouraging as well as challenging. It is here that we can see that the 
‘teacher as builder’ of environments for learning has the most impact. It is here also that 
the links between the contexts of studio, classroom and various ensemble rehearsals 
become clearer. It is in the microcosm of the classroom that the environment may be 
controlled so students can learn to be an encouraging audience, perceptive listeners as 
well as participants. It is in the ensemble rehearsal that students learn about the difficulty 
of collaborative performance and it is in the studio that they gain the technical and 
focussed instrumental skills to negotiate musical form. Not only is it important that the 
student has learnt to be a musician, but that, they have also learnt behaviours which 
encourage and are supportive of performance. I observed a culture of such support and 
encouragement in the case study school. Most significant in these observations was an 
underlying attitude and environment of openness that was shared amongst the music 
teachers. A student commented about the school in this way: 
 
[The school is] different in terms of that openness but different in terms of taking 
risks having synthesisers in an ensemble and rock bands and things like classical and 
jazz it’s good to have a diverse background. (I.S. Jack: 10/7/97) 
 
James, the keyboard teacher’s, comments are also representative of the teacher’s view of 
openness within the school environment and its effects on student learning: 
 
Here the music teachers are open to all styles of music from free form jazz through 
classical and into rock and roll and rap. I think that has a good effect on the students. 
I have found that rather than imposing stuff on them that they come to us to ask 
about jazz or electronic music or about rock musicians. (I.T. James: 28/10/96) 
 
There was a strong element of constructing an environment both physically and 
psychologically on a whole-school scale as well as in smaller contexts. Once more the 
degrees of control of the environment emanates from the structure and preparation 
facilitated by teachers as builders of environments.  
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What, then, are the skills required by a teacher to prepare or build such an environment? 
The skills of assessment, choice of appropriate materials, preparation and reflective 
practice are inherent to all music making and perhaps learning contexts. Firstly, teachers 
had to show an awareness of the abilities of the students involved, knowing what was 
needed pedagogically to develop and facilitate meaningful activity and also to provide 
sufficient complexity to provide challenge and still to be achievable. In aesthetic focussed 
performance, this normally required the selection of works that were both entertaining 
and complex technically. Interestingly, in works that displayed innovation or student 
composition or improvisation, it was originality and successful form that they valued 
most highly. This had the effect of encouraging creative risk-taking. Surprisingly, this 
kind of creative music making was more apparent in ceremonial music making such as 
church services where the music was functional and expressive of a mood. Mark, the 
school minister, described the dual affect of the music makers feelings of belonging and 
affirmation. He described the ‘breathtaking’ feeling that the music was made by ‘one of 
their own’ as a powerful description of the cultural meaning gained through pragmatic 
music making. This aspect of music making levels criticism at Reimer’s (1989) notion 
that functional music making was not music because it takes away from the expressive 
qualities of the music. I think a more accurate interpretation of this notion is to suggest 
that pragmatic/functional music making can also contain aesthetic and expressive 
qualities, but that it may be more simply structured and focussed by the function. 
 
Students and teachers interviewed suggested that the value of both forms of performance 
were: 
• aesthetic - to provide a challenge, to gain responses from community - affirmation and 
criticism, to experience the communicative and expressive qualities of music making; 
 
• pragmatic - To increase the opportunity to perform in a varied context; to provide a 
challenge, to experience music as a functional expressive communication, to participate 
in the community as a musician - offering self as a music maker, to gain affirmation from 
the community. 
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Access to cultural meaning is enhanced by exposure to music making which is pragmatic 
or functional and aesthetic and contributes to the domain. Students saw both as 
performance. Teachers saw both as an increased opportunity for students to perform and 
as a dual context that reflected music making in the ‘real world’, where musicians 
perform for purely aesthetic purposes and as commissioned works or ‘hired’ performers. 
The point this raises is that performance opportunities in both contexts facilitate meaning 
and musical development for the participants. At the case study school, there were 
student rock music festivals for rock bands, chamber music concerts and soirees, 
multimedia church services and formal speech nights and theatre productions. All 
ensemble rehearsals were directed towards a performance or a number of performances in 
these contexts. Directors of ensembles and instrumental teachers either used or created 
performance opportunities as goals to direct their activities and primarily to add the 
challenge of performance to the students’ learning. 
 
Solo performances were also directed similarly towards performances and also to 
examination performances where the teacher and student prepared pedagogically 
designed material for formal graded performance examinations. Whilst this kind of solo 
performance preparation provided a challenge for many students, teachers often described 
the process as a negative one for some students. This kind of performance is often a 
particularly stressful one for students. What I feel emerged from analysis of this kind of 
performance experience was that the ability of the teacher to gauge the readiness and 
ability for the student to gain from the experience was most important in all aspects of 
performance. Csikszentmihalyi suggests that ‘flow’ can be gained when the challenge 
intersects with the ability to achieve it (Csikszentmihalyi, 1994). What this suggests is 
that the teacher needs to be able to gauge and judge the student’s capacity and the 
appropriate level of challenge as well as have some control over the environment, which 
enables the experience to be successful. If the experience is not, then the teacher needs to 
be sufficiently in touch with the student to turn reflection upon a negative experience into 
an educative one.  
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Summary 
Two main ideas emerge in this analysis of music education as a continuum, and as a 
system of varied contexts for learning; firstly, that each context contributes 
complimentary access to meaningful experience; and secondly, the importance of the 
teacher as builder of environments. In themselves, these are not unique insights, but what 
is different about them is the description of them and the ideas that emerge to link them. 
What is evident from this case study is, firstly, Swanwick’s notion of music education as 
initiation into a discourse (Swanwick, 1994). It is the experience of music making in a 
variety of contexts that contributes to the development of student’s musical knowledge. 
What this research contributes to this understanding is that the teacher’s ability to 
structure the environment, model musical behaviour and teach critical reflective skills 
unifies this understanding for the student. Csikszentmihalyi’s concept of ‘flow’ as a state 
of engagement that is autotelic and which adds to the complexity of consciousness is 
evident within numerous data reconstructions presented here (1994). This research 
dissects the nature of the challenge and presents in Swanwick’s terms a clearer distinction 
between the analytical and intuitive understandings gained through music experience. 
The proposition here is that, through a teacher’s construction of environment and their 
sensitivity to students’ needs, an environment can be constructed where musical 
knowledge might be taught and caught (Swanwick, 1994). Evident also is the importance 
of the teacher-student relationship and the idea of the teacher’s embodiment of 
curriculum, modelling of musical thinking and action and the sensitivity of the inclusive 
relationship (Buber, 1969). 
 
It is not always possible or desirable for all music learning to take place in a school 
setting. Much of the literature that deals with music education is philosophical rather than 
practical and these discussions fragment the experiences of music making rather than 
examining them as activity in social context. What is missing is a dynamic relationship 
between theory and practice where each enhances and expands the other. The result of 
such fragmentation of music learning into self-contained and often unrelated encounters 
has been that each context perceives that it is responsible for the student’s entire music 
education. Alternatively, each teacher may hope that the aspects they have no time for in 
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their particular area are being attended to in other experiences. In a curriculum and 
education sense, this is a very haphazard approach. What I have attempted to emphasise 
is the potential role of the classroom in music education. Far from being a ‘poor cousin’ 
or lightweight variety of music education, this research has suggested that the role of the 
classroom may be highly significant in allowing access to aesthetic experience to all. In 
this sense, classroom music’s perceived lack of relation to ‘real music’ making is actually 
amplified. In a classroom, we are able to provide simulated experiences, which attempt to 
guide students towards a worthwhile experience in a form that is both achievable and 
broad. It becomes a taste of music making which invites participants to participate in the 
more fully focussed experiences of music performance and learning in the studio, 
ensemble or as a solo performer.  
 
The role of gateway or introductory experience has long been a part of the classroom 
curriculum. Classroom music approaches such Kodaly, Orff and others have often been 
criticised as being unrealistic and having no relevance to music outside the classroom. I 
would argue that this is not a valid criticism. It is the knowledge which is gained from the 
experience that is transferable to the wider discourse of music and this knowledge and 
understanding is what is relevant and meaningful for the student. Music experiences are 
made meaningful when students are given the opportunity to reflect upon their music 
encounters in this controlled environment. This is the key to understanding the pivotal 
role of classroom music in the continuum. It was in the classroom that students 
interviewed often had their first instrumental and ensemble experience. Often classroom 
teachers directed them to the more focussed ensemble and studio lessons. The prime role 
of the classroom is to provide diversity of experience in music culture from different 
times and places, to give access to creative music making experience and, most 
importantly, to provide the opportunity for students to think critically about aesthetic 
experience. Students’ recollection of this role was considered by them to be the most 
valuable memory of their classroom experiences.  
 
These ideas are prominent features of state and national curriculum documents, such as 
the Victorian Curriculum Standards Frameworks (1988), A Statement on the Arts for 
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Australian Schools (1994a), and The Arts: A curriculum profile for Australian Schools 
(1994b). Many curriculums, in practice, do not pay enough attention to the reflective 
aspects of aesthetics and criticism or to the possibility that music exists beyond the 
classroom or that they could have any influence over musical knowledge acquired outside 
the classroom. As suggested by Dewey (1989) and in my Master’s thesis (Dillon, 1995), 
attention within the school curriculum is given to the making of art and not to reifying the 
knowledge gained through reflection. What emerges from the analysis of data from this 
case study, is that there is a real need to recognise the role of the classroom as the place 
where music experience may safely be sampled. More importantly, it needs to be 
recognised as a place where students learn to be perceptive about music experiences in a 
number of contexts and are encouraged to reflect upon it in language and writing. 
 
The role of the classroom in introducing students to creative activity should also not be 
underestimated. Indeed, the best understanding of the structure of music comes from 
experience with creating musical form and reflecting upon it. The experiences with music 
making that may not be given by the ensemble or the studio are most important. The 
Victorian Curriculum Standards Frameworks (1988) refers to ‘past and present contexts’ 
when describing experience with music from other cultures and times, non-traditional 
performance approaches, music technology and musicological research and sociology. 
These experiences are all uniquely part of the generic education expected of classroom 
music. 
 
The success of such a generic approach to classroom music, and its role as the hub of the 
discourse that radiates outwards to the other more focussed musical experiences are 
wholly dependent upon the teacher. It is the teacher as builder of environments and 
facilitator of generic experience who is entrusted with a great feat of perception and 
creation. Both teacher and student interviewees emphasised that the teacher needs to be 
able to be in touch with the students’ needs and interests as well as with the materials 
available that will be both challenging and achievable for those students. The analysis 
suggests that the teacher must also be aware of the other opportunities for music making 
that may be available in a school or community that will best facilitate extended 
The Student as Maker Chapter 8– The Teacher as builder- The making of Meaning 
 188 
challenge and interest for those who need it. This is the role of teacher as animateur. It is 
one which is particularly necessary for classroom teachers but also is a valuable asset for 
studio and ensemble directors. Essentially, this is a matter of recognising an interest in or 
a profound engagement with a musical encounter, and facilitating access to a more 
complex and challenging experience in the form of studio learning, ensemble 
participation and performance opportunity. If classroom music is the only music 
education for some students then it fulfils the role of a generic aesthetic education for all. 
More importantly, though, it should give access to all aspects of music meaning in the 
personal, social and cultural sense through the structure of its curriculum and the 
teachers’ taking of the students into their own love of musical experiences. It must also 
project an environment of openness and train students to be perceptive and constructively 
critical of music making. 
 
Once we consider the potential for classroom music to act as a hub of the musical 
discourse which radiates outwards to more complex and challenging analytic and 
aesthetic experiences, the role of studio and ensemble music become more easily defined. 
The studio is where focussed instrumental skills are learned through a close relationship 
with a teacher. The studio is where personal meaning and self-containment in music 
learning are established and where they grow. The ensemble is where social meaning is 
gained. The kinds of ensembles and their degree of independence and challenge is 
determined by the size and input of the members. Each kind of ensemble suggests 
different kinds of learning experiences which can become valuable at different stages of 
development or suit particular individual personalities. What is important about this 
observation is that a focus upon one particular kind of ensemble experience or the 
exclusion of any of them reduces access to meaningful experience and growth and 
diversity of the challenge presented by ensemble participation. Participants in this case 
study highly valued the access to different ensemble experiences and highlighted the 
access that it gave them to different musical styles. This aspect of ensembles is largely 
due to the openness of teachers and the school to diversity of musical forms and styles. 
As suggested by the drama teacher, Jessica, it is not necessary to like the music the 
students bring but value their interest in it.  
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The cultural meaning gained from the reciprocal interchange of music making, music 
makers and community is a powerful aspect of music meaning and motivation to 
participate in music learning. The analysis presented here supports the idea that it is 
necessary for music making to be both pragmatic and aesthetic. Firstly this increase the 
amount and varies the context of performances. Secondly, as Jane suggests: 
Its imperative, it’s got to be there, it involves the community in the aesthetic 
experience, it involves the aesthetic experience in the community. (I.T. Jane: 
13/2/97) 
 
To focus purely upon the aesthetic and ‘art for art’s sake’ performance creates elitism and 
tends to exclude those not inducted into the discourse. Alternatively, a pure focus upon 
ceremonial or functional music making reduces the possibility that music makers might 
contribute creatively to the development of the domain. Exploration of both values each 
experience and increases the access to cultural meaning. 
 
What this analysis is primarily attempting to reinforce is that each encounter of the 
student within the discourse of music making contributes distinctive aspects to music 
education. Access to a broad variety of music experiences can only strengthen the 
understanding and skill level of music students. These experiences may not be connected 
by curriculum or even experienced in the same school or place, but reflection has the 
potential to draw all of these experiences together. If the understanding gained through 
this process is able to radiate outwards and bring unity to the discourse, then this 
increases the challenge and complexity of all musical experiences. There is then more 
chance that the learning will become meaningful. In terms of the process of music 
making, this suggests that there is a need for awareness of the inter-connection of music 
experiences and the strengths of each encounter to deliver challenge and meaning. Most 
importantly, there is an implicit need to recognise the potential for the classroom learning 
experience to facilitating generic experience and reflective practice. Once this role is 
embraced, classroom teaching acts as the thread which draws together the other 
encounters of the discourse. It assists in making sense of them as well as acting as a 
gateway to deeper more complex experiences with music making.  
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CHAPTER 9 
THE STUDENT AS MAKER THE GENERIC IMPLICATIONS OF 
MUSIC MEANING 
 
Introduction  
Throughout this research I have made a point of asking participants about, and observing 
‘changes in self’ – what Buber calls the education of character (Buber, 1969) and 
Csikszentmihalyi terms a change in consciousness (Csikszentmihalyi, 1994). In the pilot 
study, I first attempted to ask students whether they felt that their music experiences had 
a personal or general effect upon them. These students suggested that music experience 
might not be able to be isolated or distinguished from chronological maturity or the 
myriad of other influences which make up life and education. I felt that I would be more 
likely to be able to gain this kind of evidence from the observations of others than from 
the direct questioning of students. This feeling proved to be correct, as my interviews 
with teachers, counsellors and the school psychologist raised a large body of examples, 
which suggested a direct generic affect of participation in the music discourse.  
 
When I moved to the interviews for the main study, I continued to ask students about 
what general effects they perceived music had upon their development. As the sample 
grew and broadened, I found that it was more likely that they would comment upon this 
perception in the context of other questions rather than those that asked directly. In 
analysis, and with reference to the thesis questions, I found what I believe to be evidence 
of changes in character and development of ‘life skills’. I have argued throughout the 
thesis that the meanings gained from music experience are located in the personal, social 
and cultural aspects of the encounter. What I will do in this chapter is examine the 
implications of having this ‘character knowledge’ in a broader social sense. 
 
 It is difficult to state here that these ‘life skills’ do have the effect I am describing 
without further empirical research of the participants as they enter the community. Music 
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learning may act as a counterbalance to the kinds of negative social interactions that are 
common in contemporary social life. Buber suggests people are made or character is 
formed through interactions with others and their environment (Buber, 1975). When we 
consider that the conditions of contemporary life include increasingly larger amounts of 
‘non-present’ communication, then we perhaps need to ask what kind of people are being 
formed from this? The basis of the argument outlined in my Master’s thesis was that 
experiential music learning, when combined with structured reflection, had the potential 
to counterbalance some of the negative aspects of non-present communication. I also 
argued that this kind of experience was able to ‘arm’ individuals with the tools of critical 
analysis of artistic product wherever it might appear (Dillon, 1995). The meanings of 
music outlined in this research suggest that personal, social and cultural interactions form 
the basis of engagement with music learning and these are clearly ‘present’ forms of 
interactions with self and others. My interviews with past students carry some evidence 
of this to reinforce my observations of students over a six-year period. 
 
Certainly I am wary of over-generalisation in what is a single case study, but it can be 
argued that when placed in the context of its relationship to theory the kinds of 
experiences had by students and teachers are not confined exclusively to the case study 
site. Life skills themselves have transferable implications. What I am hoping to do is to 
lay the foundations for another aspect of advocacy for music education and contribute 
further reasons for its inclusion in general education for all. At a time when arts education 
is suffering drastic budget cuts, and being asked to rationalise and justify its existence in 
overcrowded curricula, this argument may provide a fresh aspect to the discussion. In this 
respect the relationship of this research to music education theory provides the most 
poignant source of transferability.  
 
Student as maker and the post-modern condition 
In the background to the study (Chapter 2), I discussed what I believe to be important 
issues that affect contemporary life. Such issues include commodification, 
aestheticisation, the abstraction of social relations, effects of technology, popular culture 
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and the information revolution. Although I have not actually discussed the existence of an 
epoch that might be called the post-modern era, I have extracted the issues above as 
significant parts of a condition that has an effect upon social life. It is undeniable that the 
above mentioned issues are important. What I would like to explore here is the idea that 
the meaning gained from ‘student as maker’ provides a counterbalance to the negative 
aspects of this condition. It constitutes a kind of ‘aesthetic diving belt’ that grounds 
participants in the human and social. To do this I will describe the condition and then 
display evidence from data to support the idea that the skills of student as maker have 
potential to counter such negativity. This, I believe, adds to the meaning gained from 
experiences in all aspects of and provides justification for exploration of some of these 
ideas in curricula. 
 
Commodification of the arts and the aestheticisation of life 
In Western culture today, art objects and arts experience itself are packaged and sold. 
High art and popular art alike are commodified, either directly as a product for sale or as 
a sensual experience. Alternatively, most commodities are in some way ‘touched’ 
aesthetically through the medium of design and advertising. The role of arts in 
commodities is abundant and yet, because of that abundance, quite transparent. Because 
the line between commodity aesthetic product and commodity is decidedly blurred, the 
relevance of this to music learning and meaning – and indeed the processes of music 
making in school may not immediately be obvious. The commodity culture places all of 
us in the position of being consumers. What is at issue here is how informed and critical 
are we able to be as consumers. The role of aestheticising products and commodifying 
culture is primarily to make it more appealing for sale; the power of consumers lies in 
their ability to be critical of commodities and make informed decisions about their value. 
What I am suggesting here is that experiencing music making in its diverse forms and 
developing reflective skills has the potential to add to the ‘empowerment’ of individuals 
as consumers. This allows them to make informed choices about aesthetic product in all 
its forms. I am not talking about a focus upon commodities, but simply about the ability 
to be critical of aesthetic product as it is represented in commodities. Art and music 
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thankfully still have a ‘life in culture’ beyond the commodified forms but I believe that if 
consumers of art develop an informed critical ability it would also contribute to making 
this distinction clearer. There are two aspects of student as maker as an educative process 
that I believe contribute to the making of this ‘informed and critical consumer’: firstly the 
development of critical reflective skills; and secondly, the concrete experiences with 
making music which have the effect of demystifying aesthetic product. 
The development of critical reflective skills 
In Chapter 8, I cited reflection as the factor which transformed and reified music 
experience into understanding. Analysis of the empirical data suggested that students’ 
reflective practice had given them an enhanced perception of music making and that this 
skill was transferable to other areas of the arts and to abstract ideas in general. If, for a 
moment, we confine ourselves to these students as consumers of music, we may recall 
that they were more able to appreciate music from a broader range of cultures and times. 
They were more open about new musical experiences and able to listen to music in a 
more informed and critical manner than were their ‘non-musical peers’. One participant 
described his perception as ‘three-dimensional’ rather than two-dimensional. As 
consumers of music, then, these students are not restricted to a narrow ‘youth culture’ 
attachment to music but are able to have access to the whole record shop rather than a 
small portion of it. As broader consumers of cultural product, they have the ability to be 
critical of music as an enhancement of other media such as film, television and 
multimedia and as a contributors to the ‘mood’ of these media. It assists in understanding 
the meaning of music in other contexts. Critical reflective skills are developmental and 
grow in relation to the diversity of experience and the revelations gained from repeated 
engagement.  
 
From this analysis, I would suggest that meaning in music education in the personal, 
social and cultural sense is dependent upon the education of perception and the 
development of self-contained and independent reflective skills. The repeated 
engagement with perceptive behaviour modelled by teachers and the conscious 
development of reflective practice in classroom music were shown to be the most 
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important contributors to meaning and understanding in this case study analysis. It is 
these skills of perception and reflection which conceivably could empower students to be 
more critical and informed consumers of aesthetic product in all its forms. These skills 
enable a greater choice and a deeper understanding of product and the ability to be critical 
and open to unfamiliar and new product. 
 
Sixteen-year-old-drummer Jack discussed how his experiences with musical reflection 
have affected his ways of thinking: 
 
To a certain extent, the way I think and often the way I speak is  
often about being able to talk about the music, gives you skills, and  
social skills. Learning how to express, you can just play  
something its hard to describe verbally what you are actually doing and  
that's always helped its always a good thing to do so it’s helped.  
And yeah a lot of things I say, a lot of adjectives, but I’ll think ahh that's  
a music term. (I.S. Jack: 10/7/97) 
 
What Jack is describing is the transfer of skills of reflection and thinking to other areas of 
his life. Perkins divides this kind of evidence of learning as a ‘near’ or ‘far transfer’ 
(Perkins, 1988). These terms refer to a transfer of a mode of thinking to another context 
which is either closely related to the original context - ‘near transfer’ a novel application 
of the conceptual knowledge in a distant context far transfer. Students spoke in particular 
about their ability to use creative making skills and reflection in creative writing and 
visual art. 
 
Seventeen-year-old singer Fiona talks about how writing lyrics for her rock songs have 
helped her with English as a school subject: 
 
In creative writing, I have just written the longest story for my folio, it just keeps  
pouring out and I don’t think I would have been able to do that if I hadn’t  
had the practice in writing lyrics. (I.S. Fiona: 12/3/97) 
 
Fiona’s years of self-motivated rehearsal and performance, creating and writing 
rock songs with her band, have served as unconscious development of skills that she 
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has been able to transfer to creative writing. The small, collaborative creative 
ensemble of which she was a member spent a great deal of time critically discussing 
and being perceptive about the music they made. What stands out from the 
observation of this ensemble is that reflective experience in large and small bands, 
classroom and solo performance leads to participants gaining a mature level of 
reflective skills overall. Reflection is a developmental process which requires 
repeated engagement and varied experience. These kinds of skills appear to be of 
critical value in the education of character and would enhance the perceptive ability 
of individuals. It is reasonable to suggest that they might be transferable to aesthetic 
product as is found in commodities and that these qualities would constitute a 
critically aware and empowered consumer. 
Demystifying the making process through the experience of making music 
Inextricably linked with reflection is the process of experience itself. The breadth and 
variety of music experience through the classroom as gateway to music experience and 
within a broad selection of ensemble and performance experiences is pivotal to the power 
of understanding gained in reflection. Students in the case study spoke of diversity of 
experience with music from other periods and cultures. They highlighted creative making 
of aesthetic and pragmatic arts product and the broad range of experiences gained through 
their participation in music activity at the case study site. Engagement with music making 
focussed upon creating, making and presenting music. Students in music classrooms were 
involved in creating and making music from different cultures and times. They presented 
music that they had composed as well as re-creating music composed by others. This 
approach to curriculum forms the basis of the state and national curriculum guidelines 
(1988, 1994a, 1994b). In relation to the issue of commodities, this kind of process has 
two important experiences to offer. Firstly, through making music products, students gain 
an understanding of the structures and processes of making music, hence they are able to 
transfer this understanding to music they hear in other contexts. Secondly, the 
performance of music in ensembles and as soloists gives students a sense of the structure 
of music from ‘inside’ the performance. 
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Students interviewed recalled how domain projects that dealt with such musical forms as 
advertising jingles, popular culture/rock music and music for film, were relevant to how 
music was made in the world. More importantly, they learnt how this kind of music is 
structured and presented. In the interviews, I asked the drummer of an all-girl rock band 
whether she thought making a CD herself gave her an understanding of the process of 
how people produce CDs. 
 
Oh definitely, and how much work goes into it. And how much you can cover up  
if you do make mistakes, especially with the not that we covered up that much  
but it really, oh you really pick up when you’re listening to the radio, like,  
obviously the main singer is singing the back up vocals too, because you can 
 do that. You can pick up so much. It’s just, when you actually do something 
 you really learn from it and you pick up a lot more. (I.S. Janet: 17/4/97) 
 
What Janet is describing is an insight into the impact of commodity manufacture, gained 
through her CD making experience upon how she now listens to the music she hears. She 
has become a more informed and critical listener from this experience. Other students 
echoed this idea in their references to music they had composed for multimedia/ 
video/film and advertising jingles. What is important about these insights gained from 
student recollections is that they had an experience with music that had a relevance to 
music made in the world. This in itself is a good reason to include such activities in a 
curriculum. Such data do provide evidence of an effect upon the ability of students to be 
critical and reflective in their evaluation of music product as it is found in commodities. 
The experience of actively making music which has some relation to music made in the 
world outside of school provides a concrete example of the making process. It gives an 
intuitive understanding of the process and, when combined with reflection, adds to 
analytical understanding. The aesthetic product or the commodity, which contains it, or is 
contained by it, is revealed by its deconstruction. This process involves a concrete 
experience with making, and a reification of the process through reflection. Art is 
commodified, and commodities are aestheticised, but the informed critical consumer who 
has experience with making and reflecting is able to see through the image presented and 
be more able to evaluate its worth and use. This particular knowledge suggests another 
reason for the inclusion of popular music in curricula. 
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The role of popular culture  
There has been much argument over the inclusion of popular music in curricula in the 
past thirty years (Swanwick, 1984a, 1984b; Vulliamy, 1981; Vulliamy and Lee,1976, 
1982a, 1982b, Vulliamy and Shepherd, 1984, 1985). In my earlier discussion about the 
teacher as builder of music learning contexts (Chapter 8), I argued that all music had the 
potential to be educative. Sociologists have argued the need for relevance to youth culture 
of rock music, whilst music educators such as Swanwick argued for balance and breadth 
of cultural content in music education. Clearly, there is a need for both relevance and 
balance. From the analysis of data in this study, there are clear arguments for the 
inclusion of rock music in the curriculum. Certainly, relevance to youth culture is one of 
those issues. What was most apparent from this study was a clear definition of how rock 
music might be included so that it was both relevant and part of a balanced presentation 
of music. The conclusions drawn from this analysis point to several ideas which need to 
be examined for rock music to be effective as education. Firstly and most importantly, 
teachers need to value the interest that a student has in music regardless of the style or 
genre. Secondly, it is important for teachers to create an environment where music is 
valued and listened to openly, regardless of its style or genre. 
 
In the observations which preceded the interviews, some of the most serious problems 
occurred with musical style in the rock idiom because of the association with youth 
culture. There are such varied beliefs as to what constitutes ‘good’ or ‘cool’ music that it 
is inevitable that tribal like oppositions occur within classrooms and schools. A focus 
upon style, except perhaps as a musicological exercise, is bound up with the social rather 
than musical aspects of the image of music, rather than music itself. For education, there 
are several good reasons for the inclusion of popular/rock music, but these focus upon the 
importance of it as musical expression rather than as a process of social interaction. In 
this quotation, drawn from interviews, the keyboard teacher James describes his reasons 
for the inclusion of contemporary styles and ensembles: 
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Using the idea of small ensembles that play contemporary  
styles and things is a really good idea because the students have 
heard those sounds for a lot of their lives and so they relate to  
them a lot more and, also because certain instrument  
combinations or certain instruments have led to certain common ...  
certain ‘combo’s’ and bands and things like that that make those styles  
work, so I think, popular music and contemporary music ensembles can  
provide a lot of opportunities for players to perform and be creative  
themselves. I think in general there seems to be a lot more room for  
individual creativity in a group context rather than in a large ensemble  
as there seems to be perhaps less room for an individual’s creative and  
musical judgment and more from perhaps the conductor’s point of view.  
(I.T. James: 28/10/96) 
 
 
There are three main reasons for the inclusion of rock/popular music in curriculum and as 
extra-curricular activity in the form of ensembles. Rock music is relevant to youth culture 
but its most powerful educative purpose is in its making. The girls in the all-girl rock 
band that I interviewed found the process of composing and performing music a 
meaningful and educative experience. It gave them access to an expressive medium of 
communication, which unified them as companions and gave them a powerful outlet for 
their musical and emotional ideas. Style in rock music can be a culturally divisive force 
when it is purely a copy or cover version of existing music. In the observation data there 
were many incidents involving students where musical style was used as personally 
definitive youth culture symbol. The line between rap and heavy metal, between 
mainstream pop and alternative rock music, between forms of jazz and between classical 
and popular music was clear. Students and teachers alike constructed part of their self 
image by the music they listened to and played. The approach outlined by James suggests 
that style can be used to contextualise musical knowledge rather than mark out lines of 
social division of tribal likes and dislikes. Immersion in the process of making music in 
contemporary styles gives access to expression within that subculture whilst also adding 
to the overall musical understanding and knowledge of the maker.  
 
The nature of the small ensemble is the development of a strong personal character and I 
noted in observations that youths more easily value personal expression than the echo of 
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someone else’s sound. What I am suggesting here is that, at the case study site, rock 
music was valued as music and taught as a means of expression. Students were given the 
components and tools to construct rock music and create their own expression through 
composition and performance. The playing of cover/copy material was encouraged as a 
way of deconstructing and reflecting upon music which enhanced the understanding of 
students’ own personal music creation.  
 
Herein lies the key to why making and researching rock music as musicology is an 
important aspect of music programs. Rock music does play a large role in most students’ 
lives, so valuing their interest in it is a response to them as people. More importantly, 
within the controlled environment of school it is possible to ‘safely’ experience and be 
reflective of this music. This gives a deeper understanding of rock music as music and as 
part of youth culture. It allows the use of material in which students have an interest to 
direct attention to aspects and elements of the structure and form of music. Guided 
reflection about rock music is less likely to occur if it is not included in school curricular. 
Further, with regard to the ideas expressed above about the commodification of art, these 
kinds of process help students to develop as critical consumers of artistic product. This 
kind of skill of reflecting, and of expression through youth music, gives access to 
personal, social and cultural meaning depending upon the depth of the engagement in the 
process. The personal meaning is gained from the experience of action and reflection in 
creative making. The social meaning is gained from the deep social connection with what 
participants described as an intensely collaborative form of ensemble, a deeper way of 
knowing others. The cultural meaning is gained from performance and presentation of 
artistic product within the school and youth subculture. 
 
The primary problems that were observed in rock music in the curriculum lie in the 
provision of an open and safe environment for music of all kinds to be made and openly 
discussed. There is also a risk that rock music might become the only music in the 
curriculum. This kind of curricula is as ‘elitist’ as one in which Western art music 
dominates music curricula because of its perceived superior value as education and as a 
representation as a complex form or as the ‘best of Western’ high culture. Music 
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education needs to have access to a broad variety of music from different countries and 
periods to best deliver an understanding of music without designating any of the forms as 
elitist or excluding others. These factors are most dependent upon the teacher as builder 
of musical experience and the openness that the teacher projects to a variety of musical 
styles and the valuing of all music as potentially educative. The approach to music 
education and culture in the classroom should I would argue follow the kinds of 
approaches used in qualitative research. In this model of research we acknowledge the 
influence we will have on the phenomena we are researching and the limitations of the 
transferability of that knowledge to other contexts. Through this kind of approach an 
experience that ‘transcends the local experience’ (Swanwick, 1999) one which might 
genuinely be termed as pan cultural or relatively context free (Walker,1990) and a 
dynamic form of multiculturalism (Elliott, 1995) is possible. What is most necessary is 
the immersion in experience that is not considered authentic but allows the particpant to 
experience something of how sound is organised and placed within unfamiliar and 
familiar cultures. This kind of approach can not fail to broaden the understanding of 
music from within the student’s own culture and broaden the understanding the student 
has of other cultures. 
 
Once more, I draw attention to the importance of reflection, creative expression and 
openness of the environment to varied experience. In relation to the conditions of post-
modernity, the skills gained from varied engagement with these concepts contribute 
greatly to the ability to be critical of music. This adds to each student’s access to a greater 
breadth of music listening and experience, beyond the confines of a specific youth and 
ethnic cultural boundary. Students interviewed reported this broader access and more 
open attitude to musical style. Non-musical students observed exhibited a more limited 
and referential/intuitive concept of music listening, and a shallower understanding of the 
music they heard. 
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Abstraction of social relations  
What I consider the most serious consequence of the post-modern condition is the 
increased proliferation of non-present communication. If as I have mentioned earlier, 
people are made through their relationships with others, and if many of the kinds of 
interactions had by individuals are rapidly becoming non-present relations - then what 
kind of people are we making (Buber, 1975)? Sharp talks of what he calls constitutive 
abstractions in social relations (Sharp, 1985, 1993). What he is suggesting is that, because 
of the variety of non-present media for communication available through the information 
revolution, social relations are rapidly becoming more abstract. If this proliferation of 
non-present communication is having an affect on personal development and civic 
society, then it constitutes a dehumanising process which isolates or reduces experiences 
in the present and social experiences which underpin civic society. The relevance of this 
to music education is simple, but important. Eva Cox suggested in her 1995 Boyer lecture 
that the health of a community can be most easily determined by the amount of 
community choirs and collaborative arts activities in that community (Cox, 1997). What 
she is suggesting is that collaborative, social activity such as choirs educate people in 
social and cooperative ways. They gain social meaning from such experience, cultural 
meaning from self-esteem and community performance that gives them the experience of 
belonging, and the reciprocal quality of adding to the collective character of the 
community.  
 
The concept of student as maker suggests that music is made within a school community 
in a pragmatic and aesthetic context and that a variety of experiences need to be made 
available in ensembles, musical style and creative reflective activity for all. I would argue 
that this acts as a counterbalance to the dehumanising aspects of social abstraction. It 
contributes to educating students in the social and civic society. It provides access to 
making, expressing, creating and performing music in the wider community and it 
enables access to a broader sampling of music as listening because of the increased 
critical and practical experiences in musical knowledge. It gives access to meaningful 
music making beyond the school context. The ex-students interviewed in the case study 
reported a sense of something missing in their lives in the first year of leaving school. In 
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most cases by the second year after leaving school these students had resumed or formed 
new musical connections either with new people or friends from school. The personal 
meaning gives a kind of access to self-understanding, self-containment and access to 
activities that are engaging and challenging but, unlike many media activities, students 
are not passive in their involvement. I would suggest that such activity is more likely to 
produce ‘flow’ and this has the affect of bringing about a change of consciousness. This 
not only has an effect upon self but consciousness of self. It improves or deepens the 
relationship we have with our self-esteem and we are enhanced by this process. 
 
 In the area of social meaning, music education can have a large impact in terms of 
providing opportunity for relationships of presence. As discussed in the body of this 
thesis, both large and small ensembles give access to a variety of deep and functional 
human relationships. Students, teachers and counsellors interviewed for the study spoke 
of the sense of belonging which they gained from membership of ensembles and of the 
often deep relationships gained, particularly through small self-directed ensembles. 
Certainly, within the case study community, there were countless examples of students 
who had gained social standing and meaningful relationships through participation in 
music activities and ensembles. Many less socially able students found ways of 
participating through music making and their social skills were enhanced and self-esteem 
raised from these encounters. The two factors here are that, through participation in such 
activity, students gain experience in the social and collaborative aspects of human 
relations, and secondly that this experience gives them access to such activity in the wider 
community beyond school.  
 
Interviews with past students suggested that students maintained contact with others 
whom they had met in ensembles. There appeared to be a brief period of a year where 
they stopped playing music and adjusted to life outside the readily available structured 
social environment of school. It was common for these students to report a feeling of 
‘something missing’ from their lives during this time. Interestingly, it was students who 
were primarily involved with large ensembles such as orchestras and concert bands that 
were less likely to seek the same ensemble experience in the community and often joined 
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smaller church and contemporary ensembles. Nevertheless, the access to music making 
beyond school was shown in the limited sample of ex-students to be something they 
actively sought as part of their lives. The social aspects also extended to how they 
approached new people and relationships music was cited as a way of knowing others 
that gave them an idea about the character of others. In this way, the initiation into the 
discourse suggests that they seek others in the discourse and judge their relationship with 
others through how they present themselves in the discourse. 
 
The maturity of the collaborative ability, gained through repeated engagement with such 
group creative making in the classroom and ensembles, was also cited by students as 
advantageous in a generic sense. Ex-students suggested that they were more able and 
focussed in this way in the workforce or university than were their less experienced peers. 
The skills of social creative and reproductive music making all contribute to experience 
with the social, and these skills are transferable to other contexts beyond school and 
music making. I have termed this ‘grounding in the human relations’ (Dillon, 1995). It is 
an education in the social and a realisation of the challenge and engagement of 
collaborative social activity and its ability to give a sense of unity and flow. This in itself 
acts as a counterbalance to the more passive activities of non-present communication, 
having a direct affect upon the development of character in a social sense. 
 
Cultural meaning adds even further to this notion of social meaning in the wider 
community. The projected image of a music maker is one that is potentially confident and 
experienced as a presenter of creative ideas to community, one that is aware of the work 
required to develop ideas and of the advantages of collaboration. Ex-students who began 
their own rock bands in the community experienced cultural meaning as part of youth 
culture in the wider community. Others who composed using multimedia, or who were 
part of chamber ensembles and music theatre productions, gained a healthy relationship 
with the cultural aspects of meaning. Their experience with doing this within the 
protected or controlled community of school gave them a maturity of understanding and a 
resilience to communicate with the wider community and respond appropriately to 
criticism. 
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Each of the meanings of music gained through experience with being students as makers 
of music contributes present relationship experiences that give access to meaningful and 
engaging encounters beyond the classroom and school. These are valuable skills of social 
interaction and constitute mature social skills. They can offset the negative aspects of 
constitutive abstractions of social relations and contribute positively to the store of social 
capital of a community (Cox, 1997). 
 
The effects of technology and the information revolution 
Art is the symbol system of communication. Although text is a large carrier of 
information, increasingly it is image and sound which make up the larger proportion of 
information exchanged. More importantly, the modes of communication are mixed or 
multimedia rather than text alone. This, I believe, is one of the most important influences 
upon the way we think and reflect upon action. In my first considerations of this idea in 
the student as maker (Dillon, 1995), I argued that the largely text-based thinking which 
informed the design and implementation of curricula did not consider the possibilities of 
multimedia thinking. Technology in music education has the capacity to deliver what 
formerly had been abstract and passive learning activities in an active and concrete 
manner. For example, at the case study school, I observed eight-year-olds composing 
underscoring for a video about ‘the cows’ that they were taking care of for an integrated 
thematic study. Two aspects of this exercise were immediately appealing as education. 
Firstly, at eight years old, they had access to a process and experience that formerly many 
adults did not. The technology had helped transform what may have been a passive 
exercise into an active making of music. Secondly, the recording process allowed access 
to a unique reflective perspective. For music, the process of analogue and digital 
recording allows the maker to reflect upon his or her own performance. In later years, this 
kind of reflection becomes a habit of self-criticism. Jack, a sixteen-year-old drummer, 
comments here about how the act of recording performance has become an important part 
of his self-criticism and reflection: 
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I always record myself a lot when we do gigs so you can always realise how bad you 
actually did play. 
 
Because it is always good to listen back to what you are actually doing. Because a lot 
of the time you just go along and practise, play and you don't get anywhere I like to 
think what I should be concentrating on. Thinking about my own playing or writing 
or whatever is a way of getting somewhere. (I.S. Jack: 10/7/97) 
 
Reflection and perception about action are an important part of music education and the 
ability to stand in another medium for reflection allows a critical distance and difference 
in perspective. For music education access to audio and video recording provides a 
concrete recollection of performance and allows the performers themselves to view their 
own performance. In the case study, I observed that this not only makes the process of 
reflection easier, but makes it more intrinsically motivated and engaging for students. 
Reviewing past performances allows students to see their own development over time. In 
these ways, technology is able to enhance the process of reflection and make it more 
appealing to students. Before this kind of approach, reflection was restricted to criticism 
from audiences and pure verbal and written criticisms. The technology allows closer and 
more concrete analysis of performance and musical structure in creative works and, most 
importantly, allows the makers to become the critical audience of their own music 
making. 
 
Technology in the classroom has the potential to allow access to music concepts to 
students at an earlier stage of musical developmental or chronological age and it allows 
access to what may have been previously inaccessible experience. At the case study 
school, technology had been used in these ways for a long time. The ‘novelty value’ or 
newness of the ideas were at a point where technology might be considered background 
or integrated with curriculum. As well as the use of technology in reflection and creative 
music making, technology was also used as an instrument in its own right. The pilot study 
for this research, which profiles an electronic chamber ensemble, is an example of this 
implementation of technology as musical instrument. The value of this integration of the 
technology within the experience is multi-layered. Firstly, it allowed a different kind of 
access to music making and technology where the task of making music is in the 
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foreground and the technology perceived as an extension of self for expression. This is 
similar to the way any instrument might be perceived.  
 
Technology in computer laboratories has often been perceived as a ‘boys’ toys’ 
environment in the arts where music technology is integrated with the process of making 
art there is a noticeably larger proportion of girls participating. Alternatively, the area of 
computer music also attracts students who would not otherwise be involved in music 
making. Several of the male participants of the ‘synthesizer ensemble’ could have been 
described as ‘computer nerds’ or social isolates. The advent of this more social form of 
technology use gave these students access to experiences with a social creative activity: 
It certainly made me more electronically adept. I love interacting with the other 
members of the ensemble and ’cause they are also people that I don't normally 
communicate with musically (I.S. Teresa: 26/10/96) 
 
Dennis an eighteen-year-old synthesizer player and computer enthusiast, talks about how 
this kind of ensemble widened his social interactions: 
I think the ‘synth’ ensemble has been really good for me, because mainly before that 
it had been piano lessons, which usually means you are playing by yourself, which 
means you've got to play the bass, chords and the melody, and all that kind of stuff 
basically all by yourself. But in the ensemble kind of environment it was a band 
environment so everyone would play their own parts so sometimes I’d be playing the 
backing chords or sometimes improvising solos over the top so it’s kind of a 
different way to play music cos up until then I’d been playing the whole thing by 
myself. It kind of introduced me to a team work approach. (I.S. Dennis: 28/10/96) 
 
Teresa was immersed in technology through music making with it and she also 
experiences social interactions with different people to those with whom she would 
ordinarily associate. For Dennis the isolation of computer use and in this case piano 
learning expanded his thinking about music making in a collaborative or ‘teamwork 
approach’ as well as giving him a different way of knowing people: 
I think it is rather than knowing about them from what they tell you about themselves 
and what you ask them you actually get to know them through the music and how 
they play and so on and what they like to play it sort of shows you a different side to 
people as well. A few people I wouldn’t have guessed they were into a certain style 
of music if I had just met them and talked to them. (I.S. Dennis: 28/10/96) 
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The effects of this kind of technological experience are far more grounded in social 
relations than the kind of interactions which I have described previously as creating 
abstractions in social relations. This is perhaps because of the focus of the 
communication being upon the making of music rather than the technology itself. The 
technology is background to the process or used as an extension of self for expression, so 
it is the artistic product and the flow-producing activity of the process, which are in the 
foreground.  
 
Historically, art – and particularly music – has had a fruitful relationship with technology. 
The invention of the piano hammer and the trumpet valve expanded the expressive 
capabilities of the music that was able to be played. Technology in a post-modern sense is 
perhaps even more able to expand the expressive capabilities of music making. In 
curriculum, it provides greater access to musical ideas earlier and in concrete forms. It 
provides a richer environment for reflection on music making. In addition, the activity of 
recreating music product as it is used in commodities allows students the revelation of 
participating in simulated music making which demystifies both the musical and 
technological structure of music as found in commodities. The girls who formed the rock 
band at the school experienced the entire process of compact disk manufacture, including 
designing their own covers and even selling the product at the end of the process.  
 
The personal and social meanings of this experience have been outlined earlier. The girls 
gained a real sense of pride that reflected and broadened the cultural meaning of their 
experiences. The school community affirmed their personal expressions and when the CD 
was played by community radio, it had a profound affect upon each student’s musical and 
personal development. The technology in this case had the affect of amplifying and 
expanding the kinds of access to meaning and understanding available to the students. 
Primarily this highlights one of the most important global issues of the findings of this 
thesis. What apparently increases the possibility of continued involvement in music 
making and of a music program being genuinely educative is the provision of a broad 
access to meaningful encounters. It is also necessary for these encounters to have the 
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potential to deepen and expand the experiences through imaginative extension activities 
such as performance ensembles and community creative tasks. 
 
Concluding thoughts 
Music education, delivered in the way described above, has the potential to ground 
students in the human and in human social interaction. These kinds of ideas could 
be transferred across the arts and humanities because they are primarily concerned 
with human interaction and experience. Music education offers meaningful personal 
experience that can deliver a change in consciousness of self and enhance self-
esteem. In the social, there are a variety of human collaborations involved in 
making aesthetic products, which educate in social interaction and provide 
meaningful relations with others. In a cultural sense, the feelings of unity with 
community and the sense of belonging and acceptance of community adds depth to 
the meaning gained from all music making encounters. These factors, I believe, are 
important counter-balances for what I have suggested are negative and socially 
isolating aspects of post-modern condition. The idea that technology is an extension 
of self as expression perhaps changes this negative perception of it to an expanded 
consciousness. From this perspective, it is not the technology that is changing the 
person, but the person who transforms the technology into expressive 
communication. The experiences of making music with technology demystify the 
technology and the music product. In the sense described above the post-modern 
condition is seen as affecting the development of a person by reducing the quality 
and amount of present communication. The problem, as presented, is one which Eva 
Cox describes as a reduction in ‘social capital’ (Cox, 1997) and Csikszentmihalyi 
emphasises as passive communication (Csikszentmihalyi, 1994). Herein lies the key 
to the perception of transforming technology as negative and dominant of the 
process of education into one where it becomes a kind of active tool or partner in 
the process. In this model, technology moves towards becoming an expanded 
expressive tool which is capable of deepening experience rather than making it 
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more shallow and fleeting, as the ‘image’ is described by the post-modern 
condition.  
 
The process of making music is an active rather than passive process and it is infinitely 
social in its making and presentation. Inherent in this argument is an important change of 
perspective for the structure and implementation of curricula. This is that technology 
needs to be implemented with sufficient understanding so that it is background to the 
process. It needs to be used expressively rather than as a novelty or a central focus of the 
process. The piano key had a profound effect upon the music that was made in the 
century that followed its invention. It was explored for its rich tonal and dynamic 
qualities; it was an extension of musical expression of music makers. There are pianos in 
classrooms across the world; people use them to perform, compose and demonstrate 
orchestral harmony and form. They do not, however, dominate the process of music 
making. Although the structure of the piano limits what is possible to perform by its 
range, tone and tuning, the imagination has no such limit.  
 
Students in this study described the piano as an isolating, solitary and self-contained 
instrument. Some of these adjectives have been used to describe technology. The secret 
of transforming the less social aspects of piano for students was to gain a strong 
knowledge of the instrument. This gave them access to self-contained music making, and 
also permitted them to take their skills of making into the social, playing in ensembles 
and performing. These aspects are required for the safe transition of technology into a 
powerful tool for the expansion of meaning in music education and for music education 
to contribute to the interpretation of technology into a humanising rather than abstracting 
experience. 
 
This chapter has discussed the generic effect of music education on social and personal 
development of students and tried to outline these issues as a form of advocacy for music 
education. In this process, I have drawn mainly from data summaries and observations of 
the case study site. This school had a program that sought to integrate the numerous 
music making activities that are experienced by students in a school. What emerged from 
The Student as Maker   Chapter 9–The generic implications of music meaning. 
 
 210 
this data was that, within the case study school, students gained analytical and critical 
reflective skills that enabled them to be critical consumers and more able to transcend 
local cultural practices (Swanwick, 1999). I further propose that the skills of creative 
making, performing and critical analysis enable a demystifying of arts product and, as 
Cage (1961), proposes, a democratisation of the process. The key words in this 
proposition are access to music experience, reflection on and in experience, and openness 
to continued involvement with the discourse. All of these ideas hinge upon the teacher as 
a builder of music learning contexts. In the conclusion that follows this chapter, I would 
like to summarise and construct an image of what building a music learning context 
involves, and outline the characteristics of the teacher in each context. 
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CHAPTER 10 
MEANING, THE STUDENTS AS MAKER AND THE PARTICULAR 
CONTEXT AND POTENTIAL OF THE SCHOOL ENVIRONMENT 
The primary intention of this thesis is as a curriculum study, which seeks to understand 
the potential of school music in the making of meaning. The focus was specifically an 
exploration of the meaning of music to young people and the processes that provide 
access to that meaning. I wanted to explore its contribution and possibilities through 
interviews with students and teachers, by observation, including participant observation 
and by revisiting a selected group of music theorists. The study involved taking into 
account the negative as well as the laudatory comments that were made and as found in 
the record of observations. I did not intend to present these materials as a sociological 
study of classrooms or the school or to examine the inequalities in students’ relationships 
with music. Nor has it been my intention to evaluate specific teachers and their methods, 
and assess who was benefitting from the music program and who was not. The 
importance of this study lies in gaining an understanding of how theory works in practice. 
The case presents an opportunity to examine the system of music making in a school 
context and its meaning and provide a description of the role of teachers, the experiences 
of students and the influence of theory. 
 
The methodology I chose for this research sought to do this in what might be termed a 
holistic or systemic way. In selecting a participant observation case study approach to 
data collection and analysis, I argued that it was important to examine the phenomenon of 
meaning in a context that was itself meaningful. The thesis questions that refer to 
meaning and process are inextricably linked. The differentiated sense of meaning 
described in this thesis has implications for the processes of music education. It 
contributes to clarifying the processes employed to convey musical knowledge and 
experience processes that affect the access and depth each student has to this meaning. 
This presents an age-old dilemma: that of examining the parts and the whole without 
damaging the total understanding. This chapter is discursive and seeks to draw out the 
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insights and observations that are distinctive about the research findings. To unify the 
discussion, I will utilise the research questions to structure and focus these conclusions.  
 
The case study lens only presents the issues that the time and space was able to provide. 
Nevertheless, the links that this study has with contemporary theory suggest that this case 
is able to provide thick description of theory and practice in a sense that is meaningful 
and has cultural connections. I will begin by restating the nature and detail of the more 
differentiated forms of meaning identified and described in the body of the thesis. 
Although the thesis itself has been confined to a single case study, there are many aspects 
of the research findings that may be transferable and useful in music education and 
perhaps arts curricula in general. In this final section of the thesis, I will discuss the 
implications of meaning on educational processes by outlining a description of an ‘ideal’ 
environment. This does not suggest that the case study site reflects this ideal – indeed, 
negative cases inform this discussion almost as much as those observations that 
contributed positively to music learning experience. The discussion of narratives that 
extend beyond the case study site to other schools, teachers and even periods
9
 broadens 
the analysis of the phenomenon. 
 
The description of a theoretical ‘ideal environment’ will be presented in context. It will 
seek to describe systemically the qualities of the teachers and the structure of classroom, 
studio and school community that nurture access to meaning and growth of musical 
knowledge and understanding. The focus of this description is upon the teacher as builder 
and interpreter of contexts and examines the ‘controllable’ and educational aspects of 
curriculum, method and human interaction. This description begins with the 
understanding that the school is not perceived as an artificial construction of reality. In 
this case study, there is a conscious attempt in curriculum and school community to 
reintegrate music with life. It is presupposed that the environment reflects the wider 
                                                
9
 Interviews with teachers about their music biographies contribute much to the discussion about music 
experiences beyond the school and the immediate timeframe of the research. 
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community whilst having the capacity to provide access to meaning through experience, 
reflection and understanding. 
 
The meaning of music to young people in a school context 
 I began this research not by asking what is the meaning of music to young people but 
where it was located. In doing so, I was able to observe the phenomenon of meaning in 
context. In the review of literature, I undertook an analysis of the ‘meaning’ of music that 
sought to draw together the particular emphasis of each of the parts of music learning 
experience. Reimer was seen to focus on the expressive qualities of music. Elliott 
emphasised the importance of making music and reflecting on it. Walker highlighted the 
importance of embedding the ‘acoustic phenomenon’ in cultural context and its relevance 
to the way music is made in the world today. Swanwick sought to examine more 
succinctly how children gain meaning in school music. I also presented the so-called 
deviant views (Reimer and Wright, 1992: 280) of John Cage, who argues for an 
integration of life and art. Through this analysis, I was able to identify the differentiation 
between the meaning of music as an objectified art form or product, its value in a culture 
and its personal referential qualities. Whilst this provided useful background knowledge 
to this study, I found that it was necessary for me to locate meaning in context rather than 
abstract it and examine it as an art object.  
 
In music composition, we often discuss the idea of ‘effectors and effects’ (Pratt, 1990). In 
simple terms, what this means is that music has an intuitive or aesthetic affect on 
listeners: the craft of music is understanding the ways in which musical elements and 
culture combine to cause those effects. In a sense, this is what I have attempted to do with 
this research. We know that music is meaningful. Otherwise, it would not have been so 
much a part of human life for so long. The idea of this thesis was to examine both the 
‘effector and the effect’ (Pratt,1990), the analytical and the intuitive, as Swanwick would 
put it (Swanwick, 1994). More importantly, I hoped to do so systemically and in context, 
by observing children making music in a school. 
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 The literature and the empirical study suggest that meaning, values and significance are 
all closely tied together. If an experience is significant or valuable to the individual, then 
it is very likely that it would be meaningful. What is important for educational processes 
is that, if things are valuable, significant and meaningful, then they are also intrinsic and 
memorable - both of which make the teacher’s job of educating easier and the students 
task of learning more pleasurable. Csikszentmihalyi’s study of ‘flow’ provided important 
understanding of the intrinsic qualities of music making. He identified that people who 
are challenged and have the capacity to meet that challenge feel flow. Arts and sporting 
activities were identified by him as activities that most likely provided these kinds of 
challenges and flow. People who experience ‘flow’ find it significant, valuable and 
meaningful. Flow was described as an activity where the focus upon the task was such 
that brain scans of individuals in flow showed that there was less brain activity than there 
was for someone who was merely concentrating. Flow is about that feeling of 
spontaneous oneness with the task, a merging of maker and product. As a musician, I 
know this feeling well; as a teacher, I have seen it in the faces of students and peers. If we 
experience flow, there is no doubt that the activity is meaningful. 
 
Csikszentmihalyi describes four areas of meaning. The first relates to the needs of the 
organism and the other three are described as ‘self-interest’, community/family and 
reflective individualism or a relationship of the individual with universal values. These 
descriptions of meaning have been examined in this thesis and I believe that the empirical 
data gathered, add strength to their understanding. Rather than viewing them as stages of 
development, as Csikszentmihalyi does in his research, I view them as entry points into 
the discourse. Meaningful experience is a reason for participating in music making and I 
believe that the kinds of meaningful experience or micro aesthetic experiences vary 
widely amongst individuals. In a sense, I could say that this thesis replicates 
Csikszentmihalyi’s research in a new context.  
 
In relation to the locations of meaning, I chose the word ‘personal’ rather than 
‘individual’ because I subscribe to Martin Buber’s definition of a person as a human 
being in relationship with others. I use the word ‘social’ to describe music making in a 
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social context of making and performing music in collaboration with others. I 
experienced most difficulty in identifying and developing an accurate description of the 
term ‘cultural’ meaning. Csikszentmihalyi uses the term ‘reflective individualism’, but 
this term neither describes the notion of ‘person-hood’ that I favour philosophically, nor 
the interactive and reciprocal nature of the kind of meaning that emerged from the 
research. Certainly, it involves forging of a relationship with universal values, but 
reflective individualism failed to capture either the sense of belonging felt by the 
individual or the reflective character of both the individual and community. 
Consequently, I have opted for the more general term of ‘cultural meaning’ to represent 
this aspect. 
 
The student as maker of meaning 
I began this research examining the concept of what I called the student as maker. This 
approach to music making involves experiencing music making and responding to it 
through reflection in a context that is ‘relevant and reverent to community’. My Master’s 
thesis did not focus upon the affect of meaning on individuals Rather, I examined and 
defined the kinds of processes that theory suggested were most effective in music 
education. In that thesis and the background to the study, presented in Chapter 2 of this 
thesis, what became apparent to me was that meaning changes the person who 
experiences it. In my masters thesis I did not fully understand what this meant. I wrote in 
my concluding sentence: ‘through making we make ourselves - the process of creative 
making and reflecting causes a change in the maker themselves [sic] and surely this is 
education for life’. It is only now that I have examined the meaning of music to young 
people in a school that I realise that music experience has the capacity to ‘educate 
character’ (Buber, 1969: 104) and change consciousness.  
 
Through our interactions with making music we can and do contribute to making 
ourselves. It is an assertion of this research that this ‘making of self’ occurs in three 
different spheres or locations. The personal forms the relationship that we have as 
individuals with music making and listening. The social is part of the pleasure and 
challenge experienced when making music with others. Finally, cultural meaning has a 
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more complex multi-layered description. This meaning is about how the experiences with 
the first two meanings change us, and how we project ourselves as someone who makes 
music. It is about how the community values both the makers and their artistic product as 
something that contributes to the character of the community and how this is reflected to 
other communities. It is about the sense of self, community and belonging that the 
interaction between maker, product, process and community’s valuing of both is 
facilitated in this complex relationship. In the next few paragraphs, I will summarise what 
this empirical study has brought to the understanding and description of these terms 
 
Personal meaning 
Personal meaning in this research was defined as a communication between self and 
music making. Participants described the activity of making music expressively, and 
attentive listening to music, as evocative of a personal response, a feeling of well-being 
and an emotive and aesthetic relationship with the music. It also promoted for them, an 
understanding of self as an expressive being, something which ‘acquaints us with 
ourselves’. Multi-instrumentalist Colin described his personal meaning as his main 
motivation, saying that extrinsic motivation was not an issue it was the enjoyment from 
inside that drove his involvement with music. For the composer Margaret, her 
relationship with making music gave her inspiration and had meaning. There is a 
powerful emotional attachment to the process of making music and attentive listening to 
music for musicians. This attachment was not restricted to the students who were 
‘musical’. The ‘non-musical’ or those who had little experience with music making and 
attentive listening still exhibited the same personal attachment and meaning to music. In 
their case, music was more clearly confined to a referential or subjective response. This is 
to say that the meaning of music related to the context of the music itself, its words, style 
or cultural reference. The response is nonetheless personal and emotive but differentiated 
by a stronger focus on intuitive response than a more refined understanding that flows 
between the intuition to the analytic. As such, music listening for these students is more 
easily identifiable with such referential aspects as youth culture, historical period, family 
or cultural group affiliation. 
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The interview with Edward (Chapter 8) and the observations of students working with 
popular music in the classroom amplified these observations. Edward spoke of an ability 
to listen to music in a ‘three dimensional’ way. He compared his own more deeply critical 
listening to his peers in this way. He also described the openness and breadth of listening 
and musical taste, which moved beyond that of his affiliation with youth culture alone. 
What interview participants described was a difference in their relationship with self and 
with music. They described forms of self-awareness and self-containment, a kind of 
relationship with music that progressively became more diverse and more complex. The 
analytic and intuitive became intertwined for them, one adding linear challenge, the other 
a cyclic depth. Edward’s touching description of closeness to his deceased father through 
his clarinet playing is a strong representation of how highly valued the relationship of self 
and music was to participants. 
 
Much of this personal relationship with music is gained through the deep association with 
an instrument or composing. This is most often gained through private studio lessons, and 
this has implications for the later discussion of access to meaning. It suffices to say at this 
time that many students began their experiences of personal meaning with music through 
absorbing the instrumental teacher’s own experience. They were immersed or engaged 
with the teacher’s own modelling and interaction with meaningful music making. It is 
influenced most directly through our being and our actions. Personal meaning is at once 
outwardly expressive of self and inwardly reflective. Both of these contribute to the 
development of a better understanding of self and project another aspect of self to others. 
As Buber describes it, ‘it is meaningful’, and access to that meaning has the potential to 
educate our character (Buber, 1969: 104). 
 
Social meaning 
In the examination of early music learning, I noted that the first encounters with the 
personal were often experienced through the teacher’s own love of music making. In a 
sense, this is a more social experience than a personal one. Many students interviewed 
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were certainly aware of the power of the teacher’s influence on their participation. It was 
the social aspects of music making that emerged as being the most influential upon initial 
involvement and sustained involvement with music making. For the non-musical, music 
is definitive of youth subculture. In schools and community institutions, choirs, bands and 
orchestras provide a relatively low cost way of involving people in music activity. The 
social attraction was particularly influential in many participants’ responses.  
 
The reasons for this attraction are not complex. Students and teachers alike reported that 
music making provided them with a broader social contact with musicians from a variety 
of social contexts. They met and worked creatively with people of different genders, ages 
and cultural backgrounds. The relationship they described with others in ensembles was 
warmly outlined as a ‘deeper way of knowing’. Participants described the process as 
getting to know other members of the ensemble through the music, through their 
expression, the commonality of the musical experience and the challenge of the task 
rather than words alone. This has cultural implications. It provides opportunity for the 
less socially apt to communicate in an expressive manner in an infinitely social context. It 
provides a basis for belonging to a social group that is not dependent upon image or 
language skills. Access to this form of meaning is imperative for social development. 
Certainly one could ascribe similar qualities to any team activity and team sport, but the 
significance of music in this context is that the challenge comes from the music itself 
rather than from competition with others. It is intrinsic rather than extrinsic. Social 
meaning comes from sharing music making with others. Interviews with students and 
teachers alike revealed it to be the most important first response to music meaning, and 
access to experiences in this form were necessary to gain a true understanding of music 
and its role in our lives. 
 
Cultural meaning 
Cultural meaning is the most complex area of meaning explored in this research. It is a 
particularly powerful meaning. It is influential in the sense of self, the sense of self and 
others and reflects personal and community character. It is about expressiveness and the 
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reciprocal interaction that both the artistic product and the maker have with the 
community. On the individual level, it is about the effect of music making upon self-
esteem, and the sense of well being. It is here that we begin to see that the personal and 
social meanings change us or educate our character, and that this ‘changed’ or 
continuously evolving being projects those experiences on the community they inhabit. 
The music teacher, Peter, spoke freely of the effects of music on his self-image and the 
affect of achievement upon the making of self. Edward outlined the reciprocity of that 
self and the affirmation of community. Linda warmly described her sense of belonging 
through music making. In early - music learning, it is localised. It begins with the 
response of family then grows to teacher, school and wider community. The experience 
of learning music was described as an immersion in the values of parents and community 
and these values have cultural implications as keyboard teacher James noted his parents 
viewed music as ‘worth something’. 
 
In the non-musically experienced participants, music taste was observed as a projection 
of self and it contributed to defining self. In particular, membership of youth subculture 
was partially defined by music. Membership of youth subculture through this association 
with music is a factor that contributed to students’ sense of belonging to a group. For the 
musically experienced access to this form of meaning brought with it a significant sense 
of affirmation of self and artistic product. Within the cultural group, this existed as a 
group acknowledgment of the presence of creative persons and of expressive product. 
Both of these are valued by the culture and contribute to its definition. This in turn 
projects a reflection of a collective character. It says something about the culture. 
Contribution of innovation and achievement in the domain was also highly valued by 
participants. There is a duality here of pragmatic contribution to the culture which 
amplifies the feelings of usefulness in the community and the contribution to art or 
aesthetic development that provides challenge and pride in one’s own work. 
 
There is a strong feeling in the analysis of this area of meaning of the sense of unity 
associated with music making in the social sense and the personal association with music 
as a discourse. Even in a negative response from a community, togetherness and 
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challenge emerge. The ‘all-girl band’ described in the analysis experienced defiance at 
the lack of acceptance in their early career. They spoke of this making them closer as a 
band, eventually leading to elation at their acceptance and the community pride they 
gained through the challenge of seeking to express themselves within the community. 
Mark, the school minister, talked lucidly of ‘not only acceptance but ownership’ gained 
through music making in the community and a sense of identity and pride in self and 
community. He saw this area of meaning as a collective expression of the community.  
 
Making music is about selecting and organising sound to express something that is us. In 
much the same way, communities select musicians and music that express and represent a 
collective culture. The English and drama teacher Jessica described the effects upon 
individuals most eloquently as ‘an affirmation that what the students love to do is worth 
doing and which gave them pleasure and became a life skill’. She further described the 
affects upon community as ‘a genuine reflection of what is going on in the place and an 
extension of the many things that are going on’. These thought describe the projected 
image of a community through its artistic expression. Robert, the guitar teacher expanded 
upon this idea even further, saying that it expressed a positive image of the school 
community and flowed back into the school. He called it ‘a positive spiral’. 
 
These notions combine to describe a meaning that is a complex but necessary part of 
culture. Access to it forms a most powerful determinant of student involvement with 
music making. So much so, that after a profoundly poor or bad experience with music 
making in schools, students who experience one powerful experience with this cultural 
meaning may remember it. Too many music programs and teachers survive on one good 
concert a year, whilst all that leads up to it is meaningless and boring to the child. 
Cultural meaning, and indeed each of the meanings described can be pleasurable in 
themselves, but they are most influential upon total musical development and learning if 
they are progressive and increasingly challenging and interlinked. The argument raised by 
this thesis is that the process of music education must provide access to all forms of 
music meaning. 
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Meaning and education 
The examination of meaning in this thesis has been a voyage of self-discovery for me as a 
musician. I have been able to refer to my own experiences with music, and grow in the 
personal understanding of what music means to me. This has been useful, and indeed 
educated my character. The purpose of this thesis is more pragmatic than descriptive. I 
have described these meanings and gained an understanding of their location. It is how 
access to them might be facilitated; how we go about teaching; how we immerse the 
student in these experiences; how we can construct and interpret context so that 
experience is meaningful. These are the purposes of this thesis and constitute what we do 
with the knowledge. Knowing where and what the meaning of music is to young people 
in a school context is a means to understanding the processes. These processes facilitate 
access to those meanings and raise the importance of providing a broad experience that 
encompasses encounters with all parts of the system of music meaning. 
 
The processes that provide access to meaning. 
In the case study school, students had access to general music experiences in the 
classroom, in private studio-instrumental lessons and in large and small ensemble 
experiences. Music had a pragmatic and ceremonial function within the school and 
attended to the aesthetic needs of the domain. Music was made as part of the community 
and reflected its cultural character. The school as described in this case is a result of 
deliberate action in curriculum and philosophy influenced by the writer’s earlier based 
findings. It is a construction and interpretation of a context. The access to meaning in this 
case is dependent upon the particular construction and interpretation of that school 
context. These factors are dependent upon three tenets that of philosophy of music 
education, construction and implementation of curriculum and teacher education. The 
philosophy of music education outlined in Chapter 2, the background to the study, 
describes an experiential paradigm that involves making music and reflecting upon it in 
context. The curriculums of music education in place in Victorian (Australia) schools are 
based upon these experiential philosophies and extends them into a practical 
interpretation of music as an expressive aural art form. Whilst curriculum can outline 
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analytic pedagogy, sequence and philosophy provide aesthetic understanding, I am 
suggesting that it is teachers who carry the largest responsibility: that of embodying the 
intuitive understanding of music as well as modelling the analytic behaviour and 
exhibiting themselves as self-contained, critical, aesthetic music makers. In this 
discussion, I would like to summarise what this thesis brings to the understanding of the 
role of music teacher. 
 
The characteristics of the teacher 
To describe music teachers and their role in facilitating meaning, I must look at theory 
and practice. In my discussion of literature and the background to the study, I described 
several viewpoints that contribute to my understanding of the characteristics of the music 
teacher. From Martin Buber, I gained the perspective upon the student-teacher 
relationship that he termed ‘inclusion’. This relationship is described as one where the 
student is taken into the life of the teacher as a person, a genuine immersion in the music 
teacher’s love of music. Through such a relationship, I argued that the teacher would be 
able both to structure analytic experience and embody the intuitive to pass on knowledge 
and aesthetic understanding to the student. From Bruner and Dewey, we gather a similar 
notion of the teacher as a true ‘maker’ of music, art or science. John Cage describes 
music as work. Reimer speaks of a genuine involvement with the expressiveness of the 
art form. The empirical study suggests that where these ideas intersect is in the teacher’s 
genuine involvement with the art form as a maker.  
 
The information gathered as a result of this research supports these tenets of theory 
solidly from a variety of perspectives and provide examples that adds to the 
understanding of the theory in practice. In Chapter 6, I discussed the student’s interview 
comments about the teacher’s enthusiasm and love of music as a particular attraction for 
them, one that involved them and helped them through the more difficult, less motivating 
stages of music learning. 
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To the teacher, the involvement in making music either as a professional musician or as 
an enthusiastic maker was also important. Teachers recognised that it was only through 
an immediate understanding of the analytic and intuitive aspects of music learning that 
they could communicate the understanding required by students. From observations and 
personal experience I noted that to understand the position of the student it was necessary 
for me to ‘feel’ what the student felt so that I could structure a solution or facilitate 
musical progress.  
 
The empirical data suggest that the teacher needs to be a functioning music maker. 
Teachers need to demonstrate this not only in performance but also in the way that they 
model self-reflective and self-critical behaviour. Students valued the example of teachers 
who reflected verbally whilst conducting an ensemble or teaching a studio instrumental 
lesson or in discussion of music making in the classroom. The students felt that through 
experience with reflective thinking themselves, and through the continuous example of 
the reflective teacher, they eventually became self-contained and reflective musicians. 
 
What this means in terms of the students’ access to meaning is that it is initially enough 
to absorb the teacher’s or family’s experience. The personal meaning in this sense is 
dependent on the collective meaning of a family or community. This is not to say 
students did not exhibit a micro flow or micro aesthetic attractions to music making, but 
that the first entries to the musical discourse are accompanied by an adult whose 
experiences are shared. Eventually, as we mature, the meaning becomes our own but we 
still share in the discourse in which this relationship initiates us. In the early stages of 
music learning, the social meaning of music appears to be more important. It may be 
necessary for teachers in the classroom and studio to facilitate experiences where the 
student gains a social meaning through playing duets with them and gathering students 
together for group or ensemble experiences. The cultural meanings, the response from 
family and community, are also great motivators.  
 
Access to these meaning involve both the being of teachers and their actions. Immersion 
in the teacher’s love of music ‘carries’ the student and gives access to an experience with 
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personal meaning. This comes from teacher’s stance, attitude and more often through 
their own unique sense of ‘being’ as practising music makers. The other aspects of 
meaning are dependent upon actions. The teacher needs to construct an environment 
where the student gains access to social and cultural meaning. Music programs such as 
the Suzuki method make these kinds of activities a feature of their curriculum. In this 
approach to music education, the teacher’s love of music is highly valued. The lessons are 
constructed around a sense of family and community. There is provision for ensemble 
experiences and warm ‘successful’ family concerts, which give students access to all 
three meanings. The Suzuki trained students and teacher interviewed in this research 
supported the success of such an approach and highlighted their disappointment when 
they felt that any part of those meanings was lacking.  
 
In summary, the teacher needs to be a maker of music and also someone who builds an 
environment of access to meaningful experience. The teacher’s actions and being are 
necessary to facilitate access to meaningful experiences for students. In music education, 
we cannot make a teacher love music but we can select only those who are genuine 
makers. It is the more controllable and educable aspects of construction of experience that 
we are able to have more influence upon in developing the characteristics of the music 
teacher. Within the stance of the teacher and the notion of teacher as builder and 
interpreter of contexts are some more specific ideas that emerged from the empirical data. 
The area of influence and control that the teacher has access to, comprises the physical, 
the social, psychological, institutional and the educational environment. Analysis of case 
study data contributes the following descriptions to each of these. 
 
The physical environment 
The structure of the physical environment is one that is partially controllable and partially 
interpretable. The structure of a building is not alterable, but a teacher can manipulate the 
use and contents so that it is functional and invites engagement with music making. Just 
as a classroom full of desks in neat rows structures a particular kind of experience, a large 
open room with a drum kit, amplifiers and a variety of instruments in it provides a 
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completely different dynamic. The teacher’s role is to build and interpret a physical 
environment so that it is able to give access to meaning. The physical environment needs 
to be one that has the flexibility to involve students in encounters that can provide 
personal meaning through interaction with music making, either alone or through a 
teacher. This is related more to access or institutional permission to be in the space. This 
is largely about the psychological and institutional environment, but the space has to be 
constructed so that it can provide this access in the first place. Flexibility is the key. 
Physical environments for music-making need to able to accommodate music making by 
individuals and groups and often several groups working at the same time. With this 
aspect, noise is a consideration: the room and the teaching space need to be able to 
provide an environment where groups are able to hear themselves without too much 
distraction from others. The room needs to provide a large enough space so that sharing 
of music making can evoke a sense of cultural meaning gained through interaction with 
peers. The teacher would need to take into account the use of external venues such as 
school halls and concert venues. The teacher should also be aware of access to music 
making within the local community such as concerts, community music and arts projects, 
composers and artists in residence. These provide a resource for extending music beyond 
the limitations of the school and classroom. 
 
These seem like obvious descriptions, but students and teachers interviewed, and my 
observations, suggest that they are crucial to access to meaning. In the case study site, 
when the music department moved locations the approach to teaching and the kinds of 
activities altered radically, with the size of the rooms and proximity to the school hall 
affecting the kinds of group work in classroom music, sizes of ensembles that could 
rehearse and the volumes of rehearsals. Interpretation of physical environment is critical 
to what can be taught. We only need to ask what kind of music lesson might be taught in 
a room full of desks in neat rows to know the impact of physical environment upon music 
learning. 
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The social environment 
The social environment is a multi-levelled construct. The social environment includes the 
student-teacher relationship, the classroom, the year level, the campus, the school and the 
community. The teacher can both build and interpret these so that they provide access to 
meaning. The themes described by those interviewed in this study were openness and 
friendliness. Students described their relationship with effective music teachers as 
‘friendly’ but also valued the effectiveness of the learning as a motivating factor. 
Teachers used the word ‘professional’to describe their relationship with students. 
Friendliness was taken by them as a matter of course. The teachers description of the 
relationship between themselves and students is reminiscent of Martin Buber’s notion of 
inclusion. They conceded that in some cases the inclusive relationship might become 
friendship in later years.  
 
The dimensions of this relationship are made clearer when we discuss the perception of 
the relationship from both the student’s and the teacher’s viewpoint. The idea of openness 
was most valued. Students’ perception of friendliness was largely due to the interest that 
the teacher took in the student’s life and the ability of the teacher to share their own 
feelings and musical life with the student. There is a sense of intimacy in what the music 
teacher Peter described as sharing his innermost feelings with students through his 
performing and composing with them. There is a revealing of one’s intuitive self and 
‘feelingfulness’ that music making provides. This is necessary as education and is 
perceived by students as something that only friendship could achieve. This openness 
extended to the teachers’ stance, the way the teachers present themselves as music 
makers. Students valued the openness of teachers to musical style, openness to take 
musical risks, willingness to try new things and even expose their own inability and 
weaknesses. These aspects will be examined further in the discussion of the 
psychological environment. Jessica, the drama and English teacher interviewed in the 
study, described the teacher’s position in this as ‘valuing what the student brings’ to the 
relationship. It is important to stress here that openness is an essential element in the 
construction and interpretation of a nurturing environment.  
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What this means in concrete terms for the teacher is that they must seek opportunity for 
social interaction within the classroom through group creative work and ensemble 
performances. Beyond the classroom, social meaning is gained through the creation of 
large and small ensembles and the provision of opportunity for student-motivated activity 
to occur. In the case-study school, there were over twenty ensembles ranging from 
student-run rock bands and chamber groups through to larger choirs, wind ensembles and 
orchestras. The teacher can facilitate the beginnings of a new ensemble. They can direct 
the student to an existing one so that they might extend their access to musically 
challenging encounters and access social meaning in as broad a variety of ways as 
possible. Institutional and physical constraints such as time, space and people to 
supervise affect what is possible in this regard. These constitute the interpretive aspects 
of the teacher’s role. 
 
 In the case study school, the variety of ensembles was the key to accessing socially 
meaningful experiences. A large number of senior ensembles were student run. Many 
other ensembles were directed by non-music staff with an interest in music making and 
all the others were directed by music staff whose course load included ensemble 
direction. These interpretations of the social environment involved institutional 
consideration of budget but more importantly, they involved openness to the interest-
driven involvement of students and teachers and provision of the space and time for that 
intrinsic interest to grow. This is what I have described as the role of teacher as 
animateur. The teacher creatively seeks opportunity for music to be made in a social and 
collaborative way and directs students and teachers in that environment to make 
productive use of the opportunity. The teacher’s role in this is to act as a ‘cultural project 
manager’, interpreting the needs of the students and the community and finding ways in 
which these needs can be expressed.  
 
This aspect of the social also extends to the cultural and the teacher can find opportunity 
for ensembles and classes to experience sharing their musical expression with the 
community. In the case study school, this was done on two levels. The pragmatic or 
functional and the aesthetic, or art for art’s sake, level. The teacher as builder looks for 
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opportunities for students to perform within a safe open psychological environment. 
Sharing of music making occurred in the classroom, the concert hall and the community. 
Music was made for ceremonial purpose for church and school ceremony. It was made to 
explore aspects of innovation in the domain of music itself and it was performed to share 
with parents and peers within the community. Throughout the calender year of the case 
study school, every ensemble had the opportunity to share its music making in a variety 
of settings which gave access to cultural meaning and affirmation of their value and 
worth within the community. These performances were built and interpreted by the 
teachers, the needs of the community and the students’ own work. The intrinsic value of 
music provided the motivation for this access to meaning.  
 
The psychological environment 
In the section above, I spoke about openness as a requirement for effective relationship 
between teacher and student. The idea of a psychological environment that is open to 
what the student brings to the relationship is a complex one. The drama teacher Jessica’s, 
notion of ‘valuing’ was described as ‘genuinely valuing the child’s interest in music’. 
This is quite different from liking the musical style or the performance. The teacher need 
not be an authority on music of all forms, nor ‘like’ all forms of music but needs to 
recognise that the student is attracted to and interested in music and as Aronoff suggests 
‘build on the natural aesthetic response’ (Aronoff, 1969) that is inherent in human 
playfulness and developed by the cultural values of each community. This is a 
particularly sensitive area of building and interpreting of environment. The environment 
must be one where it is safe to express feelings verbally and in writing about music, safe 
to be expressive. The teacher must model this behaviour and provide a discipline 
structure that values and encourages open discussion and reflection.  
 
The environment must be one where students are encouraged to take musical risks, where 
not achieving can be perceived as a valid part of the learning process that is enhanced by 
perceptive and reflective thinking. In the case study school, teachers were observed trying 
new things, attempting tasks they could not perform, to provide an environment where 
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this kind of activity was not only permitted but encouraged. The alternative to this 
environment is one where musical elitism excludes students from the discourse, where 
peer pressure ridicules or undervalues differences in musical taste and levels of 
achievement. The teacher has control over these factors in their manner and the discipline 
structure of the classroom or studio. The teacher can shape this environment and interpret 
it as well as model behaviour, which nurtures a productive psychological environment 
where music making and reflection are valued and encouraged. Access to personal, social 
and cultural meaning is dependent upon a nurturing psychological environment 
constructed and interpreted by the teacher. 
 
The institutional environment 
The institutional factors that affect access to meaning are such things as school policy and 
curriculum. These structure what we are able to do as teachers, where we teach and at 
what times. They can be cultural, educational and aesthetic constraints, or nurture and 
develop understanding and participation in music making. The teacher’s role in this is to 
interpret and build the institutional environment so that it facilitates access to meaning. 
History suggests that the institutional and physical environment have a large effect upon 
the art that is made within a community. The place and culture as a context has a 
profound effect upon what is possible; it shapes the art that is made – for instance, the 
kind of music that evolved in South American communities, where the physical context is 
one of rich physical resources from the fertile natural environment and where there are a 
large variety of resources available to make instruments. The cultural environment 
comprised indigenous Indians, African slaves and European cultures combined with a 
powerful ceremonial structure from all of those cultures. This cultural and physical 
interpretation of context expresses itself in an immensely complex and exciting musical 
form. Alternatively, here in Australia, the physical environment is sparse and contains 
fewer resources for musical instrument manufacture. The indigenous culture is nomadic 
and members are therefore less able to carry musical instruments with them. Nonetheless, 
indigenous Australians have a rich musical heritage that integrates art life and spirituality 
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in a very different way and is essential for the communication, storage and expression of 
culture and history. In both cases, context has a great effect upon musical form.  
 
Within this case study, several teachers interviewed spoke about the notion that part of 
the attitude of the school was ‘in the bricks and mortar’. They described a kind of spirit of 
place. What this suggests in pragmatic terms is the profound effect that the place has 
upon what is done in that place. What was evident to me about this idea was that in terms 
of the whole context, like those described in the analogy to South America and 
indigenous Australia, is that the artist has a role in those contexts. The artist’s role is 
often spiritual and interpretive. It is at some times as an educator and preserver of history. 
At other times, it is as a creative and expressive part of the culture. At other times, it is 
ceremonial and at still other times purely artistic. The artist in these communities is not 
unlike the music teacher in a school. Schools are often described as artificial 
representations of reality, but are they? What institution is not artificial? What is 
artificial? The institution of ‘school’ is a community of people a system of human 
interactions brought together for the purpose of initiation into culture and education of 
character. I would strongly suggest that the role of the music teacher in this be not unlike 
that of the artist in other societies. They are responsible for the cultures expressive needs 
and to its needs also. The institution places a demand upon the teacher to express and 
embody its values as well as reflect them to others. The teacher as builder and interpreter 
of context shapes their actions to do this and is themself shaped by it.  
 
How then does a music teacher build and interpret the institutional environment so that it 
gives access to meaning? Firstly, their interpretation of curriculum must lend itself to 
giving access to meaning, providing experiences with making and reflecting music 
expressively, in such a way that it both responds to community and institutional need, and 
is relevant to the needs of the particular community. Secondly, they can be aware of the 
ceremonial needs of the community and utilise them as a means for aesthetic expression. 
This means that the teacher needs to seek to integrate music with the community and go 
beyond the classroom and school boundary. Music should be integrated with the 
ceremonial life of the school as well as for entertainment. The teacher responds to the 
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community need for music as a unifying and expressive force and the community 
responds in affirming the music and the music makers, place in the community. This is 
where students truly gain access to social and cultural meaning. The personal and social 
meanings are gained through the encounter with the teacher’s interpretation of 
curriculum, whilst the cultural meaning becomes most poignant in the co-curricular and 
extra-curricular interaction with the community. The teacher can facilitate this 
relationship or they can choose to isolate music as a subject that exists only on the 
timetable and deny real access to cultural meaning. Even the most hostile institutions 
(prisons and slavery) have produced access to all levels of meaning through the 
inspiration of musical leadership and our natural aesthetic response (Aronoff, 1969). 
 
In the light of insights gained from this research, the effects of the teacher upon access to 
meaning are both personal and constructed. In the intuitive sense, the teacher needs to 
have the ability to embody the intuitive and aesthetic aspects of musical expression. In an 
analytical sense, the teacher – as described above – needs to be able to be sensitive to the 
needs of the students. They need to be able to take into account the aspects of domain and 
curriculum that influence the nature of experience. Lastly, they need the ability to 
interpret and synthesise all of these into an environment that nurtures access to music 
meaning and fosters artistic growth. The importance of the teacher in this equation is 
paramount. The teacher creates the environment in which music meaning is both taught 
and caught. This is done most easily when the teacher is able to comprehend the meaning 
of music as a natural aesthetic response. They can then structure the environment so that 
it is able to occur or simply to enable the space for this response to take place unhindered.  
 
The Educational environment- classroom and curriculum. 
I believe that the most powerful insight that the research discussed in this thesis has 
produced is a definition of the role of the classroom or general music program. 
  
The classroom was described by teachers and students in this case study as being:  
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•  a gateway to deeper musical experience, where the teacher provides a variety of 
opportunities to experience music making with instruments both solo and in groups 
and then directs those who show interest to deeper experiences with studio teachers 
or within ensembles; 
 
•  the place where through the diversity of curriculum provides experience with music 
making from a variety of historical periods and global cultures; 
 
•  the place where students gain experiences with creative music making. Students 
compose songs and music through a variety of interactive groups and individual 
music making activities utilising a variety of composition methods and forms;  
 
•  the place where students learn to be perceptive about music they are making and to 
reflect upon their own music and the music of others, verbally in writing and as a 
physical and emotional response. 
 
Students and teachers interviewed spoke of the classroom as a ‘poor cousin’ to the deeper 
and more challenging experiences of ensembles and studio learning. Nevertheless, the 
discussions also indicated ways in which the access to meaning in the classroom 
experience provided broader and more inclusive experiences. Classroom music is 
‘general’ and thus necessarily broad, so that breadth of experience is had by all that 
participate. It can be necessarily shallow so that the first experience with music making of 
any kind is achievable. These research findings suggest that the students gained the 
diversity of musical experience and developed the meta-cognitive skills of reflection 
through their classroom music experiences. These skills draw together music experiences 
from the disparate sources of studio, ensemble and classroom. In those experiences, there 
is little time for structured reflective practice except through the modelled behaviour of 
the teacher. In the classroom, however, this meta-cognitive skill of reflection and broad 
general experiences with music making combines to enable us to make sense of musical 
experience and contemplate its meaning and value to us. This is the true value of 
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classroom music. Its strength is in its diversity of experience and the development of 
skills of reflection.  
 
The access to meaning in this case is quite clear. It is through structured activity designed 
by the teacher and influenced by curriculum or it comes about through the teacher’s 
choice of method. Group creative and ensemble work provides access to social meaning. 
Providing challenging but achievable individual activities in music making provides 
access to personal meaning. Reflection on music making gives further access to 
understanding and deepens the associated meaning. In the classroom, the cultural 
meaning can be simulated in a controllable and affirming fashion, if the psychological 
environment of openness is encouraged by the teacher. 
 
The instrumental studio 
The studio is an intensely focussed experience. It concentrates upon the relationship 
between the student and a single musical instrument or voice. The opportunity for access 
to meaning is teacher dependent. Access to personal meaning is gained through the 
teacher and because of the teacher. In early music learning contexts, the student can be 
immersed in the teacher’s own love of music. As students grows in their initiation into 
the discourse, the meaning becomes personal and the relationship with music making 
takes on the sense of ownership and of membership of a community of music makers. 
The social meaning can also be gained through playing alongside or with the teacher. The 
teacher can also facilitate social music making experience. The access to cultural 
meaning is less likely in this context, but it too can be facilitated by a teacher through 
examinations, informal performance and concert programs. This involves providing the 
opportunity for the music maker to share their music with others amongst the child’s 
family, community and peers as a performance. The characteristics of the teacher as 
embodiment of intuitive understanding and builder and interpreter of contexts, is most 
important in the instrumental studio. Added to this is the need for the teacher to be 
sensitive to and value what the child brings to the relationship – to value the child’s 
interest in music whatever that attraction might be.  
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Previously, I discussed the idea of a ‘micro aesthetic’ as a small part of an experience, 
which attracts students to the experience. In music, this might be the order of notes, the 
unique timbre of the instrument, the sound of one’s own voice, the beauty of the 
woodwork in a violin. In interviewing of teachers and students for this research, I asked 
participants whether they could remember a first instance of attraction to music. What I 
believe is most likely is that the micro aesthetic or micro flow experience constitutes the 
first experience with something meaningful with music. The ‘micro aesthetics’ described 
above are personal aesthetic responses about the qualities of music that are expressive 
because they have expressed something to us often without the complexity of form. If a 
single tone has the power to move our imagination, then a sequence of them would be 
even more expressive and attractive. It is the relationship with this fundamental attraction 
to music that is the responsibility of the instrumental teacher. Linda the violinist was 
attracted to the attention given to a violinist whose ‘beautiful playing’ moved an audience 
to applause. What she was experiencing as a four-year-old was an encounter with cultural 
meaning. James the keyboard teacher was attracted to the social activity of playing 
clarinet in a band. It is these things that the student brings initially to the instrumental 
lesson or finds at the lesson or through the teacher. The instrumental teacher needs to be 
sensitive to these attractions and value the interest in them whilst seeking to provide 
access to deeper experiences with all meaning. 
The ensemble 
Access to social meaning within the ensemble is assured by its nature. When an ensemble 
performs it also has access to cultural meaning, an interaction with the community. 
Access to personal meaning is often subsumed by these and the depth of meaning in these 
contexts is relative to the kind of ensemble experience. Within this research, participants 
suggested that small, self-directed ensembles provide deeper kinds of human 
relationships. Larger ensembles serve a function of providing multiple levels of access to 
experience. In the large ensemble, students have access to social and cultural meaning in 
a highly structured environment. The challenge that provides flow for the participants is 
that of working together to produce a unified sound. Within the small ensemble and the 
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undirected ensemble, the social interactions are closer and more dependent upon each 
person ‘getting it right’. Participants suggest that these ensembles are the most 
challenging, educative and enjoyable. This is evidence of what Cage (1961) calls 
democratisation of the process of music making. 
 
The access to meaning is partially determined by the nature of the ensemble experience 
but the understanding and educative aspects of these experiences are dependent upon the 
director or the facilitator of the self directed ensemble. Jane, the wind ensemble 
conductor whose students imitated her reflective and perceptive problem-solving 
behaviour, gained a meaningful experience from this ensemble. The synthesizer players, 
described in the pilot study, spoke about how playing in this ensemble had changed them. 
What I am saying here is that in performance, be it solo or ensemble of any description 
that music becomes what it is meant to be - an expressive aural medium. It is in 
performance that it has the potential to express something to others and about others. The 
ensemble and the solo performance are the object of music making. This is where the 
music ceases to be simply an experience that we are having and becomes an art object 
that we share with others. Access to meaning in the ensemble is simple. We need a 
variety of ensemble experiences with a variety of sizes, styles and degrees of direction 
and self-control. Students and teachers in the case study recognised the value of access to 
diverse experiences and the flexibility of the school to provide ensembles that reflected 
the community. Students need to experience the power and rigour of traditional large 
ensembles, the flexibility of chamber ensembles and the self-directed activity of jazz and 
rock ensembles. Just as ensembles in the Baroque times grew from whatever 
instrumentalists were available, schools should respond likewise by building ensembles 
from students rather than forcing students into ensembles. 
 
The school environment 
The school is a community, and as such provides opportunities for social interaction. The 
opportunity for access to music meaning within any community is relative to the 
perception of the arts within that community. This meaning is reciprocal and interactive. 
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If a music department is elitist or separate from the community, then it becomes reflective 
only of a limited interpretation of the domain. In the case-study school, where music was 
consciously integrated with the school ceremonial and spiritual life the interaction with 
the school community became reciprocal and meaningful. The data generated from this 
research suggest that when music is part of the life of the school community, it has a 
unifying and involving effect on the participants. This is reflective of the role of music in 
any community and is not in itself unique. What is differentiated by this perspective is 
that music is used in these ways consciously and as an encounter which provides benefit 
for the students who make the music and the community that shares in the music 
experience. This is the nature of cultural meaning. Recognition of the role of school as a 
community is reflective of the way in which music is made in the wider community and 
indeed in all cultures. Recognition and reflection upon music making wherever it occurs, 
be it in the classroom, school or concert hall, brings with it the possibility that the 
encounter has to be meaningful and ultimately educative. The school environment is an 
opportunity to understand and gain knowledge about how music is made in the world.  
 
The school environment can provide access to personal and social meaning by providing 
a culture that values creative expression and innovation in students and staff and by 
affirming the place of its music makers as well as their artistic product. These 
characteristics of the institution or the community are both reflective of the community’s 
character and expressive of it. These factors appear to be beyond individual control, 
nevertheless artists in primitive communities did not control the community – they 
merely responded to it and expressed, reflected and explored its nature through their art. 
This shapes the art and affects what is possible, constrains and encourages some aspects 
over others, but it is this reciprocal response that makes each culture unique and the art 
that is expressive of that culture unique. This opportunity is nonetheless available to 
artists in schools. Beyond this notion is the idea that all music making is potentially 
meaningful and educative in the hands of a skilful teacher. 
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The world beyond school 
 The community beyond school is worthy of our attention. It is where the student takes 
the meaning gained from their experiences with school and it is where they experience 
other meaningful encounters. I have said on many occasions in this thesis that music 
needs to be made in a context that is both relevant and reverent to community. The 
discussion of meaning in the school community focuses upon its relevance and reverence 
to pragmatic and aesthetic purpose. The world beyond is where we as educators are 
charged with the responsibility to initiate students. 
 
What this thesis argues in this respect is not simply that in music education we initiate 
students into the culture but that we equip students to be expressive within it using the 
domain of music. We are charged with the responsibility of giving access to 
understanding and interpreting of music making of our culture and openness to new art 
and art from other cultures. What has been raised in this thesis as a new responsibility 
refers to the ability to the gaining of reflective skills that enable us to be critical of art 
wherever we may find it. In Chapter 9, I argued that music making in the way described 
has the potential to ground humanity in social interaction and act as a counterbalance to 
the more isolating aspects of contemporary culture. Music making gives access to 
personal, social and cultural meaning, in the communication with self, others and 
community. The sense of affirmation and belonging within a community can be enhanced 
by such interactions. This, I suggest, is a necessary counterbalance to the potentially 
isolating aspects of post-modern life. Sharp (1983,1985) for example has argued that the 
conditions of post modernity affect the development of people so that they become 
constitutively abstracted in social practice. This thesis argues that music making in the 
ways described has the potential to counterbalance those abstract relations with 
meaningful encounters with self and others. 
 
Participants in this study highlighted the gaining of meta-cognitive skills of self-
contained criticism and reflection providing access to a broader variety of musical 
experiences. They spoke about openness to new ones, and an ability to be critical of 
music wherever they found it. The ability to differentiate and be critical of art in these 
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contexts provides an informed perspective on what we perceive as art and the aesthetic 
qualities of commodities. With these skills as consumers, we are able to be more critical 
and informed. In school curricula, the idea that we might simulate the composition of an 
advertising jingle or compose a film score also assists in demystifying the abstraction of 
art in media. These are the kind of musical experiences that Walker (1996) suggests need 
to be a source for the way music is made in the world today. 
 
Towards a shift in the paradigm 
In early civilisation music and art were integrated. Dewey suggested that the arts ‘were 
part of the significant life of an organised community.’ and ‘music and songs were 
intimate parts of the rites and ceremonies in which the meaning of group life was 
consummated’. The meaning and learning of music were integrated with social life and 
helped define and express it. In the nineteenth century European music became 
objectified, it became a subject, it was taught by instruction. In this period the focus was 
on knowledge about music - its history; theory and skills of practice- this was passed on 
to students by ‘instruction’. In the middle of the twentieth century, Dewey’s experiential 
philosophy and Bruner’s ‘discovery learning’ shifted the paradigm of learning music to 
the experience of making art. As this idea grew in theoretical and practical application, 
there was an awareness of the need for reflective criticism and aesthetics. The focus of 
music education shifted to experience, practical making and critical listening.  
 
What I am proposing here is a shift to a new paradigm that is equally inclusive of context, 
making and reflection. In a sense, this is a kind of reintegration of art and life. It 
constitutes a return to a life where art/music, life and learning about it become a ‘natural’ 
process. This is not a kind of essentialism or even a contemporary romanticism. In 
educational terms, it might be considered ‘holism’. What I am arguing for is a conscious 
and planned concept of music education that considers a context that is built and 
interpreted socially, psychologically and physically so that it facilitates music learning 
and access to music meaning. This environment considers and selects the aspects of 
context that enhance and give access to meaningful musical experiences. Experience and 
making music is done in those contexts, both real and simulated, and guided and 
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structured reflection and evaluation occurs both during and after music has been made or 
experienced. During the process of production or making, perception about the process 
occur that enhances and develops the product, and after the process is complete there is 
reflection on the product.  
 
This thesis argues that the teacher’s role in this is that of builder of curriculums and 
contexts and facilitator of experiences and interpreter of culture and reflective 
practitioner. In tribal society, keepers of culture were charged with the responsibility of 
storing culture and ritual, interpreting and performing it, inventing new ritual, which gave 
the culture growth, and passing these on to others. They were historians, teachers, critics, 
cultural consultants and creative makers. They owed allegiance to their community and to 
the domain of magic and ritual that was their art. They were both responsible for 
maintaining and advancing their craft. In the conception of this paradigm for music 
education, all these roles need to be reconceived to cope with the complexity of 
contemporary society and education, but the role is nonetheless unchanged. The 
difference is the consciousness of the position and the construction or interpretation of the 
context, the facilitation of encounters that allow students to experience the expressiveness 
of music in a real or simulated context. Most important is the guided and modelled 
perceptive, reflective and evaluation process that occurs during and after production. The 
focus is context, making and reflection- it is inclusive of all aspects of music making and 
locations where meaning can be gained. This paradigm allows access to personal, social 
and cultural meaning. Figure 10.1 illustrates the numerous aspects and nature of demands 
upon the teacher’s construction and teaching of curriculum. If we consider the position of 
the teacher in this as one who attends to all the demands represented in Figure 10.1, we 
can begin to see the complexity of the notion of teacher as builder. The builder must also 
be the architect who considers all of the stakeholders in the process of education. Like the 
role of architect, the process is creative and practical, functional and aesthetic. The kind 
of structure built will be unique to the context and the needs of the stakeholders. In terms 
of music education, the only factors that can grow and change to respond to these needs 
are the teacher and the curriculum.  
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Figure 10.1 Demands on the teacher 
 
 
The development of the teacher 
There has been considerable development in music education over the past hundred 
years. The position of teacher showever, and their ability to respond appropriately to the 
variety of roles and contexts that they find themselves in, has been less developed. What 
this thesis is seeking to point out is that we need to redress the balance. There needs to be 
more research in the school, in the classroom and in the studio. The literature I have 
perused as part of this research seems to skim over the role and characteristics of the 
The Student as Maker Chapter 10– Conclusion 
 241 
teacher as something that might be too difficult to control or influence. In the same way 
the intuitive aspects of musical knowledge are difficult to place in an ordered pedagogy 
nevertheless, we still communicate them to our students.  
 
Universities and conservatoriums audition and often interview music and music 
education students. Is this a step towards selection of teachers whose character most suits 
teaching music? In postgraduate courses in qualitative research students learn to be 
reflective practitioners and action researchers. These are teachers who research and 
implement their research in action. This is not unlike the interaction and sensitivity I 
described in the qualities of the music teacher. This is being developed in teacher 
researchers. It follows that it is possible to facilitate experience in teacher education so 
that these qualities might be both caught and taught. There is scope within this idea for 
further research into the nature of encouraging and developing intuitive understanding. I 
believe that the success of personal biography in influencing the understanding of the 
main tenets of this thesis suggest that there would be much to gain from collecting more 
of these kinds of biographical musical life interviews. It would be beneficial to extend 
them over a larger sample of musicians, teachers, students and people from a variety of 
cultures and backgrounds. 
 
Closing thoughts 
 This thesis has sought to explore the meaning of music to young people and the 
processes by which students gain access to that meaning. The examination of meaning 
followed Csikszentmihalyi’s idea that before we can ask what the meaning of a 
phenomenon is, we must first find out where it occurs by asking where meaning is and 
examining the parts and interaction of these meanings systemically. Csikszentmihalyi 
describes a complex meaning system and perceives them as stages of human development 
suggesting that the third level of reflective individualism is reached by few individuals. 
He acknowledges that these ways of describing meaning and the number of steps are 
unimportant. As long as the theory of meaning ‘recognizes the importance of the dialectic 
tension, this alternation between differentiation on the one hand and integration on the 
other’ (Csikszentmihalyi, 1994: 222 -23).  
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The themes that have emerged from this thesis in terms of the meaning of music to young 
people have identified three locations for meaning. I called these locations personal, 
social and cultural. Rather than seeing stages of development, I have gathered from my 
empirical research the idea that access to all of the meanings is necessary for music 
education to be meaningful and valuable. This is not to say that all will experience them, 
or that all students will find music education meaningful. I am suggesting that the first of 
Csikszentmihalyi’s meanings, the concern with ‘the needs of the organism’, is something 
more than the survival aspects of food and shelter. All humanity has aesthetic needs and 
throughout this thesis I have referred to the notion that in music education we need to 
build on the natural aesthetic response of the child. No matter how harsh the environment 
in which humanity gathers in communities, all have a musical culture. It has been 
suggested that prehistoric humans sang communally before they developed speech. I am 
saying here that music is meaningful and that the meaning is a ‘natural’ part of expressive 
humanity.  
 
I have read countless curriculum documents and philosophical works that say that music 
is intrinsic, and our response to it is natural. What does this mean for music educators? It 
means at the lowest level that we should not get in the way of this natural response. More 
clearly, though, the need is to build a context in which access to meaningful musical 
experience is assured and that reflective practice that reifies those experiences becomes 
part of the process of music education. This is a delicate balance to build and interpret 
context, to provide experiences with making music that are both broad and general and 
that lead to deeper and more challenging experiences and flow. Finally, it is important to 
build into this environment a culture of meta-cognitive reflective practice that becomes 
part of initiation into the music discourse.  
 
Swanwick describes a dialectic tension between intuition and analysis in music 
education. I believe that this has been evident throughout this thesis. In curricula, we deal 
mainly with the analytical aspects of knowledge because it is most easily ordered into 
pedagogy. How do we teach the intuitive? Swanwick suggests that the intuitive is caught 
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rather than taught. In schools, we catch knowledge from those who model it or from 
experiences that we have in a meaningful context. Students I observed in the case study 
who were members of a big band ‘caught’ swing from immersion in a context that 
contained it and from the music teachers who modelled it for them. That context was 
deliberately built and interpreted by a teacher whose lifelong passion was jazz. Flow is 
described as a phenomenon that moves us towards more complex forms of consciousness. 
This thesis has attempted to demonstrate that the analytic becomes more complex and 
challenging in linear ways by becoming progressively more difficult and complex in 
structure and form. The intuitive grows in complexity through its depth of understanding 
and through its depth of feeling. Swing is one of those concepts that we can feel and 
know aesthetically but it is difficult to describe or attribute cognitive understanding to. 
What this thesis offers in this regard is an approach to structuring and building 
environment so that students may encounter intuitive understanding in increasingly more 
complex ways.  
 
Music education is indeed a dialectic tension between the analytic and the intuitive and, 
as Swanwick suggests, is initiation into a discourse. This thesis adds weight to this 
concept through the descriptions of context, observation of music making and 
biographies of people within the discourse. For these factors to combine usefully to 
provide music education to young people there needs to be a balance between the context 
of experience and reflection that provide access to meaning and understanding. It is the 
argument of this thesis that this can be done through an approach that reintegrates art and 
life. This involves a little more than partitioning music into fifty-minute lessons on the 
timetable but seeks to give access to music as it is found in all human communities. In 
music education, we need to step beyond the access that students have to meaning and 
provide the opportunity for understanding that meaning. The teacher’s role is to initiate 
students into a discourse where music reflects the ways in which it occurs in human life. 
In this task, we seek to provide the students with experiences that move from dependence 
through independence to interdependence but allowing the flexibility to swing freely 
between these. We strive to provide the opportunity for students to become self-
contained, self-reflective and self-creative individuals. There is considerable evidence 
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that Buber’s notion of ‘education of character’ is what occurs when we enter a 
meaningful discourse with music making. Music is a part of every hearing human’s life. 
Our experiences with it have the potential to educate our character, to move us towards 
more complex consciousness, and to educate our perception.  
 
Music is abstract and ephemeral and has a powerful effect on people. It can even be 
feared and misunderstood, perceived as magic and greatly undervalued by communities 
and educators. All of these aspects of the ‘ephemeral and abstract’ idea of music stem 
from an abstraction from its source. Music is not abstract when we are making or 
listening to it: it is the most present and directly emotive of human communications. It is 
my thesis that we experience making music and gain meaning from this experience. We 
reify this experience through meta-cognitive perceptive and reflective activity. Moreover, 
we do this in a context that is part of our personal and social life, then its value and 
understanding will never be questioned. The work of music education, then, is to initiate 
young people into the rich and valuable understanding of music as an expressively human 
activity, to give access to an understanding that music is capable of communicating with 
self and others, unifying and affirming human community and giving us opportunity for 
flow.  
 
 Implications and recommendation for future research 
It is quite clear that as we enter the new millennium, change is the only constant. In music 
education there is a need to consolidate the knowledge that we have gained through 
philosophy and practice and ask what art means in this century. We need to examine what 
skills a music teacher needs today and to do so in our own unique cultural contexts. What 
is a music teacher’s work? We need to evolve strategies in curriculum and in teacher 
training that equip teachers with skills and the ability to structure analytical experience 
and facilitate and encourage experiences which enable students to reflect on intuitive 
experiences. I have suggested here that teachers can build and interpret environments 
where intuitive understandings might be caught but there is a need for further examples 
of how this kind of knowing might be transmitted. In school music, the analytical is 
emphasised because of the sense of control over environment and student that it 
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represents. It is easy to assess and infinitely quantifiable. It is also the area of music 
which is most often presented as the program and the area that turns students off in great 
numbers.  
 
Alternatively, the intuitive aspects of music are difficult to quantify and exude an air of 
chaos that makes many teachers afraid of teaching creative music making. Yet we have 
no such qualms about asking a child to draw or paint, perhaps because it is quieter. Future 
research needs to outline strategies and examples that provide ways for teachers to create 
domain projects and evaluate their outcomes. They need to be able to do this in ways that 
allow them to feel comfortable about the level of understanding and skill that the child 
attains and confident that it is meaningful and progressive. These are issues for teacher 
training and for in-service training.  
 
For the inclusive development of curriculum, we need to do more studies that listen to the 
children’s voices about what is meaningful to them about music experience. The present 
study found that the perceptions of teacher and student were not that different. Both 
valued a friendly relationship, openness, progress and teaching by example and 
immersion. The voice of the student needs to be heard within curricula alongside all the 
stakeholders within the school context. As Swanwick (1999) points out in Teaching 
Music Musically, we need to consider how we can fruitfully utilise the community as a 
resource in school music making. I have outlined in the thesis that the classroom is 
potentially the place where we can learn to make sense of the diverse music experiences 
that we encounter. We need to train teachers as managers of students’ cultural lives, to 
give teachers experience in balancing the cultural life of a school and include a dynamic 
relationship with the community that build social capital and utilises the diverse ways in 
which music is represented in the community in culture and work. 
 
The link between philosophical discussions of art and what actually happens in schools 
and the community is rarely made. Philosophy needs to be continuously tested in practice 
and practice must be evaluated for its meaning. The reality is that philosophy rarely 
moves beyond the written curriculum statements. Teachers learn to use the language to 
The Student as Maker Chapter 10– Conclusion 
 246 
justify their aims but revert to draconian survival methods to teach children. Fortunately 
music’s own intrinsic qualities allow students access to music meaning without the need 
for school input. The kind of approach to music learning I am suggesting here takes these 
things into account and seeks to make music useful, expressive, relevant and meaningful. 
The over-emphasis upon the less intrinsic aspects of music making suggests a lack of 
good teacher training in ways of taking advantage of what attracts us all to music. 
Teachers who ignore curriculum change and teach in mimetic and boring ways are proof 
of this phenomenon. Others focus heavily upon skill-based methods to the detriment of 
expressiveness.  
 
The focus of further research in music education needs to consolidate what it is we know 
about music education, examine the implications for curriculum and teaching, and 
respond to the changing meaning of art in contemporary social life. I feel we need to 
examine more narratives about how children and adults develop musically, to ask 
composers, musicians, new media artists and creative thinkers generally about what 
influenced their creative lives and seek to distil these ideas for replication in schools.  
 
At present, much music learning is based upon pedagogical beliefs which are largely 
grounded in European tradition, and have evolved from distinctly nineteenth century 
artistic values. Interestingly, though, it is only other people who still make a distinction 
between high and low culture, segregate music from other creative arts and the 
technologies and see cultural otherness as alien rather than a refreshing encounter with 
new expressive possibilities. Children in this century move unselfconsciously between 
these and other adult constructs of binary oppositions. This is most evident in the new 
multimedia playground of sound, movement and story. Sound, movement and story are 
part of the tradition and ceremonies of all cultures. In music education research, we need 
to examine the interaction between these modes of engagement and explore the 
expressive possibilities rather than perceive them as a threat to existing concepts of 
music. 
 
The Student as Maker Chapter 10– Conclusion 
 247 
As I have suggested earlier, this study is explicitly a curriculum studies thesis. It is not 
simply a sociological or qualitative piece of research about what is happening in the case 
study but seeks to examine what is happening in conjunction with an ongoing body of 
theorising about music education. This thesis seeks to analyses how these should be 
understood and the dimensions and directions of good practice in it. The intention has 
been to elaborate music meaning and explore the issues of teaching music in a school 
context. What the thesis has presented that contributes to the field is an examination of 
meaning in relation to social, personal and cultural locations and the need for access to all 
of these in music education. I have also sought to extend the implications of these 
meanings in the post-modern era by outlining the specific potential of the music 
experience and the teacher as artistic interpreter and facilitator of modern cultural life. 
Through an examination of context, I have highlighted the potential and possibilities of 
music experience for building and giving access to a range music meanings. The study 
primarily responds to Swanwick’s criticism of music education philosophy by seeking to 
examine how people make, respond to and teach music through a systemic analysis of the 
whole context (Swanwick, 1999: 6). 
 
In this analysis, I have argued that instrumental, ensemble and classroom experiences 
each have specific possibilities in building music meaning. I have presented new insights 
into the role of the classroom music programs and teaching. The context of classroom is 
so often perceived as being the ‘poor cousin’ to the experiences of instrumental and 
ensemble participation. Overall, I have sought to build a sense of the different aspects of 
music meaning that might be considered by music education. The implications of this are 
that I have attempted to build a vision of music education that takes the significance of 
intuitive and analytic music experience seriously. More importantly for teaching and 
learning I seek to describe how a teacher might both teach and construct environments 
where meaningful music might be made explicit and accessible in curriculum and 
practice. This thesis is called The Student as Maker, rather than music maker. I have 
chosen these words carefully because I believe that when humans make expressive music 
as individuals, and groups, that the processes become self-formative. We are changed by 
this interaction and so too is the community in which we live. The Student as Maker 
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builds upon the foundation of Art as Experience and seeks to describe how experiences 
with the unique aural symbolic form we call music transform us personally, socially and 
culturally.  
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APPENDIX A  
Reprinted from Dillon, (1995: 65-66) 
What kind of student is ‘the student as maker’? 
The idea of holding a set of ideals or philosophical goals of education is something that 
has been discussed by many educational thinkers (Buber, 1969; Dewey, 1916, 1970, 
1989); Rousseau; Plato and Neill as cited in Bowen and Hobson, 1974). Martin Buber in 
his writings refers to an ideal in his 'great character' as a symbol (Buber, 1969:104) to be 
referred to by the teacher as a guide to educating the student. He also refers to an 
'absolute' as a symbol of the spiritual or God figure as reference for all living things. 
Dewey (1916) sets up an image of developing a democratic citizen; Schusterman 
(1992:238) refers to an ‘aesthetic life’. It is apparent that attention to some kind of 
socially formed individual is the goal of such educational thought. In this sense, I would 
like to propose that the goals of ‘student as maker' contribute to the aesthetic 
development of a student in the following ways: 
 
1) Expressive 
Through making and reflecting, students learn to be expressive about themselves and 
their culture. 
2) Creative 
Through making and reflecting and developing the 'micro aesthetic' into artistic/aesthetic 
product, the student learns to be creative with materials and may be able to facilitate a 
transfer of these skills to other idioms. 
3) Perceptive 
The student learns through continuous making and reflecting to be perceptive about art; 
grows in their ability to enter into dialogue about art, and understands progressively the 
vocabulary of words, ideologies and concepts which refer to art. 
4) Critical/ reflective 
The student learns through making, reflecting and perceptive activity to be critical and 
develop skills of criticism in art and about artistic product as it is represented in life.  
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5) Social 
Through interaction with making in groups/ensembles and reflecting and perceiving 
students learn structured and appropriate methods of questioning, criticism and 
communication which are directed toward a common and intrinsically satisfying goal. 
6) Communicative 
Through the processes of group creativity and reflective forums – both verbal, 
demonstrative and written – students gain structures and encouragement about a variety 
of complex reflective tasks, developing understanding and using ideas and words for 
communication with others about art and it’s representation in culture. 
7) Adaptability and receptiveness to change 
'Student as maker' provides an approach which is open to difference, accepting of 
variance with our own culture or time and able to be analytical and critical from a 
fundamental musically elemental perspective and able to identify the culturally selected 
factors which create the differences.  
 
These ideals or areas of social formation to which I believe 'student as maker' can 
contribute are important in particular because of the aspects of the post-modern condition 
which have had and will have, such a large effect upon self-formation and our society. 
The ability to be critical, reflective and perceptive is an essential weapon against the 
advance of homogenised meaning. The ability to be creative and to use lateral thinking 
skills isalso becoming mandatory vocational and life skills for survival in our society. 
Realisations of the human need to be expressive and communicate through all media – 
verbal, written, visual and aural – is of paramount concern both socially and vocationally. 
It is therefore essential that learning in these kinds of ways and with this kind of focus 
and goal be introduced to aesthetic education. 
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APPENDIX B 
Reprinted from: Dillon, (1995: 68-69) 
 How 'student as maker' can be of benefit to learning 
 
'Student as maker' : 
1) facilitates deeper, more easily assimilated and transferable learning whilst promoting 
higher retention of knowledge; 
2) is intelligence fair and allows students of all intelligences (Gardner, 1993) to learn 
easily – that is, it does not favour those who are logical/sequential and language based 
over other learning styles; 
3) teaches a process of lateral thinking, gives experience with making and reflecting and 
being creative with aesthetic materials; 
4 ) utilises multiple logic rather than being based upon text alone - 'student as maker' is 
fundamentally structured on image, text and experience and an interplay between these 
modes of communication and thought in action and reflection; 
5) utilises the social context in a relevant and reverent community based approach and 
uses collaborative activity as well as individual effort to reach a shared and valued 
aesthetic goal; 
6) gives grounding in the human, and is about human endeavour of individuals, groups 
and exemplars of excellence in human work. This functions as a counter-balance to the 
increasing profusion of ‘non-present' relationships, which abstract us from the socia and 
human; 
7) provides experiences with making and reflecting upon the art of self-peers-teachers-
local community-specific culture-and other cultures from past and present contexts. 
8) experiences self in action-self in perception about action-self as critic of other work 
which leads to developing aesthetic understanding an education of perception. 
9) provides education as a generic tool for criticism of artistic product as it appears in 
commodities; 
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10) provides an interactive multimedia environment where thought, action and reflection 
are expressed in a multiple mode of communication rather than just textually; 
11) includes popular culture and pan-cultural elements to give overall breadth to the 
fundamental aesthetic need in all humanity and creates openness to the new and 
unfamiliar; 
12) uses technology in an aesthetic application and demystifies the making process which 
may be abstracted by high technology.  
 
The essence of 'student as maker', then, is to recognise the integration which is occurring 
between life and art and give individuals access to critical values and an educated 
perceptual ability which can recognise and be critical of art in life, from within it as well 
as from a distance. The power of reflection in this way is the key to active participation in 
the post-modern world and beyond. Furthermore, the ability to make or be creative with 
aesthetic materials, and I believe any materials, is the source of generic skills which will 
be invaluable to individuals in vocational, intellectual and social relationships. Through 
making we make ourselves - the process of creative making and reflecting causes a 
change not only in what we create but in the makers themselves, and surely this is 
education for life.  
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APPENDIX C 
Interview questions and prompts for pilot study: Minister 
1) Can you tell me about the role that music making has had in spiritual/ceremonial 
events at this school in the last six years? 
Prompts 
a) Have some of these events become a ‘tradition’ and why do you think this is so? 
b)What effect have you seen this kind of music making have on the students 
• in the congregation; 
• in the ensembles; 
• ownership of the event; 
• power of the service/event as communication? 
 
2) What role did creativity from teachers and/or student musicians have upon the overall 
effects of the music as part of the ceremony/event? 
 
3) (If not included in the above) Could you tell me more about the synthesizer ensemble’s 
involvement with ceremonial events?  
 
Prompts 
• focus on uniqueness of ensemble. 
 
4) Do you perceive that music in general has a role in the personal development of 
students and in the development of a community consciousness and, if so, do you see that 
happening here? 
 
5) Can you comment on what you perceive to be the students and staff perception of the 
role of music in this context?  
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Questioning categories 
• Music making stories; 
• people, place and experiences; 
• pragmatic and aesthetic role of music making; 
• generic effects of making experiences; 
• classroom, creative experience, instrumental lessons, ensembles, community. 
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APPENDIX D 
Interview questions and prompts for pilot study: Students 
1) Can you tell me your ‘music story’? Tell me about: 
a) how you started to play? 
b) people who may have influenced your development; 
c) circumstances or environments which helped; 
d) significant people, ensembles, events and performances which have been important. 
 
2) What effects do you think the environment here at school has had on your 
development as a musician? On classroom music, ensembles, place, people access to 
equipment, etc. 
 
3) What effect have the teachers/musicians had upon your development? 
 
4) Let’s look at synthesizer ensemble. How do you feel about the synthesizer ensemble’s 
work in church/ceremonial events at the school, as well as it’s role in performance of art 
music? 
• The Easter service – what was there before the synthesizer ensemble began it’s 
involvement? 
 
5) Has being a member of this ensemble had any effects upon you:  
• socially; 
• musically; 
• intellectually - i.e. the way you think or solve problems. 
 
6) What do your peers/ friends think about your involvement with synthesizer ensemble 
and the role it plays in school activities for both art and church? 
 
7) Do you think that the synthesizer ensemble has any general effects upon the students, 
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staff or community as a whole, i.e. do you think they are proud of it, indifferent, etc. 
Questioning categories 
• music making stories; 
• people, place and experiences; 
• pragmatic and aesthetic role of music making; 
• generic effects of making experiences; 
• classroom, creative experience, instrumental lessons, ensembles, community. 
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APPENDIX E 
Interview questions and Prompts for Pilot study: Teacher 
1) Can you tell me your ‘music story’? Tell me about:  
a) how you started to play; 
b) people who may have influenced your development; 
c) circumstances or environments which helped; 
d) significant people, ensembles and solo performances which have been important. 
 
2) Do you think that being a composer, arranger and performer yourself effects your 
relationship with students? If so, in what way? 
 
3) What is your perception of the roles of music in the classroom, instrumental, ensemble 
and community at this school - is there overlap? 
 
4) How do you feel about the notion that at this school there is a conscious attempt to 
give music a pragmatic context - ‘a gig’ for the community as well as for art’s sake? 
 
5) How do you feel about the encouragement given to small ensembles and contemporary 
music making? 
Prompts 
What effects does this have?  
What about combined ensembles? 
6) Tell me the story of the development and role of the (synthesizer) ensemble from your 
perspective as conductor. 
 
7) Have you seen any changes or development in students’ lives as a result of being a 
member of this ensemble i.e. self-esteem, social activity, musical and generic effects 
upon thinking? 
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8) How do you see the involvement of the ensemble with the Easter service (School 
ceremonial) events?  
a) effects on school community; 
b) students in the ensemble; 
c) you personally? 
9) What influence does access to people, places and equipment have upon student attitude 
and musical development here? 
• What about teachers’ attitude to musical styles etc. How does this affect the 
environment? 
 
Questioning categories 
• Music making stories; 
• people, place and experiences; 
• pragmatic and aesthetic role of music making; 
• generic effects of making experiences classroom, creative experience, instrumental 
 lessons, ensembles, community.  
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APPENDIX F 
Interview questions and prompts: Ex-students and pastoral care 
teachers/psychologist 
The focus is upon initially getting each of the students and teacher to tell their ‘music 
stories’, to firstly find out what factors led them to play instruments and the people and 
environments that have nurtured and encouraged this involvement. This is a generic 
question and should give information regarding the influence of school, parents, teachers, 
etc. Further questions are aimed specifically at the pragmatic function of ensembles and 
their role in school ceremonial and religious events as well as it’s art music explorations 
and learning. It is hoped that I will find things which schools either are doing or could be 
doing to nurture music making and also to find some support for the notion that 
pragmatic music making is valuable in the school community because of it’s relevance 
and because it is participatory rather than imposed. 
 
Questioning categories 
• music making stories; 
• people, place and experiences; 
• pragmatic & aesthetic role of music making; 
• generic effects of making experiences; 
• classroom, creative experience, instrumental lessons, ensembles, community. 
 
 I particularly want to probe classroom music effects as this aspect of the system is 
often seen as a poor cousin to the instrumental program. 
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Interviews: Ex-students 
Preliminary: 
Is there anything that attracts you to your instrument and motivated you to play it, i.e. the 
sound, the feel, the look, the idea, the feeling playing it gives you? 
 
1) Can you tell me your ‘music story’? Tell me about: how you started to play; 
• people who may have influenced your development teachers describe the relationship 
and it’s development over time; 
• circumstances or environments which helped; 
• significant people, ensembles, events and performances, which have been important. 
 
2) Let’s focus upon the environment at school. What effects has it had on your 
development as a musician?  
 
 Firstly - classroom music, emphasise this question for a story of the effect it had upon 
access and exposure, reflection and music thinking. What was beneficial? What was not? 
• ensembles; 
• place;  
• access to equipment, etc. 
 
3) What effect have the teachers/musicians had upon your development? 
 
4) In your ensemble you have done several kinds of performances, i.e. ones for 
performance sake and others that serve a school ceremonial function, i.e. services, speech 
nights, etc. How do you feel about the way ensembles work in these different contexts? 
 You were also involved in an electronic underscore project for Frankenstein. What were 
your impressions of that experience? 
 
5) Do you think being a member of this ensemble/event had any effects upon you 
personally:  
• socially; 
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• musically; 
• intellectually - i.e. the way you think or solve problems? 
 
6) What did your peers/friends think about your involvement with the ensemble/events? 
 
7) Do you think that the ensemble/events has any general effects upon the students, 
staff or community as a whole i.e. do you think they are proud of it, indifferent, etc. 
The Student as Maker Appendices 
 262 
 
Interviews: pastoral care teachers and school psychologist 
1) Can you tell me your personal ‘music story’? Tell me about how : 
a) you started to play; 
b) people who may have influenced your development; 
c) circumstances or environments which helped; 
d) significant people, ensembles and solo performances that have been important? 
 
2) Do you think that being a performer yourself affects your relationship with students? If 
so, in what way? 
 
3) Can you describe the kind of relationship you have with students you are 
teaching/conducting? Does this change over time, i.e. as the student becomes more 
competent or aware? 
 
4) What is your perception of the linking of music in the classroom, instrumental, 
ensemble and community at this school? 
 
5) How do you feel about the notion that at this school there is a conscious attempt to 
give music a pragmatic context - ‘a gig’ for the community as well as for art’s sake? 
 
6) How do you feel about the encouragement given to small ensembles and contemporary 
music making? 
Prompts 
What effects does this have?  
7) Tell me the story of the development and role of the ensemble from your perspective 
as conductor/director. 
This is a most important question for pc teachers 
7) Have you noticed any changes or development in students’ lives as a result of being a 
member of this ensemble? i.e. self-esteem, social activity, musical and generic effects 
upon thinking. 
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8) How do you see the involvement of the ensemble with the school ceremonial events:  
a) effects on school community; 
b) students in the ensemble; 
c) you personally. 
 
9) What influence does access to people, places and equipment have upon student attitude 
and musical development here? 
• What about teacher’s attitude to musical styles, etc How does this effect the 
environment? 
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APPENDIX G 
Interview questions and prompts: Students 
1) Can you tell me your ‘music story’? Tell me about: 
a) how you started to play; 
b) people who may have influenced your development; 
c) circumstances or environments which helped; 
d) significant people, ensembles, events and performances, which have been important. 
 
2) What effects do you think the environment here at school has had on your 
development as a musician? Classroom music, ensembles, place, people access to 
equipment, etc. 
 
3) What effect have the teachers/musicians had upon your development? 
 
4) Let’s look at the synthesizer ensemble. How do you feel about the synthesizer 
ensembles work in church/ceremonial events at the school, as well as it’s role in 
performance of art music? 
• Easter service what was there before the synthesizer ensemble began it’s involvement. 
 
5) Has being a member of this ensemble had any effects upon you:  
• socially; 
• musically; 
• intellectually - i.e. the way you think or solve problems. 
 
6) What do your peers/friends think about your involvement with the synthesizer 
ensemble and the role it plays in school activities for both art and church? 
 
7) Do you think that the the synthesizer ensemble has any general effects upon the 
students, staff or community as a whole, i.e. do you think they are proud of it, indifferent, 
etc.? 
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Questioning categories 
• music making stories; 
• people, place and experiences; 
• pragmatic and aesthetic role of music making; 
• generic effects of making experiences; 
• classroom, creative experience, instrumental lessons, ensembles, community. 
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APPENDIX H 
Interview questions and prompts: Teacher 
1) Can you tell me your ‘music story’? Tell me about: 
a) how you started to play; 
b) people who may have influenced your development; 
c) circumstances or environments which helped; 
d) significant people, ensembles and solo performances which have been important. 
 
2) Do you think that being a composer, arranger and performer yourself affects your 
relationship with students? If so, in what way? 
 
3) What is your perception of the roles of music in the classroom, instrumental, ensemble 
and community at this school? 
• Is there overlap? 
 
4) How do you feel about the notion that at this school there is a conscious attempt to 
give music a pragmatic context - ‘a gig’ for the community as well as for art’s sake? 
 
5) How do you feel about the encouragement given to small ensembles and contemporary 
music making? 
Prompts 
What effects does this have?  
What about combined ensembles? 
 
6) Tell me the story of the development and role of the (synthesizer) ensemble from your 
perspective as conductor. 
 
7) Have you seen any changes or development in students’ lives as a result of being a 
member of this ensemble, i.e. self-esteem, social activity, musical and generic effects 
upon thinking? 
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8) How do you see the involvement of the ensemble with the Easter service (School 
ceremonial) events:  
a) effects on school community; 
b) students in the ensemble; 
c) you personally? 
 
9) What influence does access to people, places and equipment have upon student attitude 
and musical development here? 
• What about teacher’s attitude to musical styles, etc. How does this effect the 
environment? 
Questioning categories 
• music making stories; 
• people, place and experiences; 
• pragmatic and aesthetic role of music making; 
• generic effects of making experiences; 
• classroom, creative experience, instrumental lessons, ensembles, community. 
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APPENDIX I 
Transcription of pilot interview with Dennis (sample) 
Question guide and prompts in Italics - actual wording recorded and transcribed. 
Student: Dennis 
1) Can you tell me your ‘music story’? Tell me about: 
A) HOW YOU STARTED TO PLAY; 
b) people who may have influenced your development; 
c) circumstances or environments which helped; 
d) significant people, ensembles, events and performances which have been important. 
 
Interviewer: OK Dennis can you tell me your music story, starting with how you started 
to play? 
 
Dennis: Ok when I was very young I got a piano, I’m not sure if that came before me 
taking lessons or not, um I don’t know why I got it either, but I got a piano that was down 
in my room and also a little Casio keyboard and I got really interested in playing that so I 
started getting lessons at C grammar which was where I was going to school at the time, 
um and yeah the teachers were pretty crappy but I was still pretty interested in playing the 
piano and um before that I’d learnt violin for about two weeks but I hated it for obvious 
reasons. 
 
Interviewer: Well what are they? 
 
Dennis: I can’t stand it. 
 
Interviewer: The sound or the instrument itself? 
 
Dennis: Either of them really ah it’s a pretty nasty thing to play most of the time. 
 
Interviewer: At what age are we talking ? 
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Dennis: Let me see I was in about Year 1 or two. I think possibly Year 2 when I started 
playing the violin and gave up not sure about the piano it might have even been Year 
three let’s see I was five in prep and I would have been about seven or eight years old. 
Um anyway after I left CG halfway through Year 5 I started getting lessons, ’cause I was 
at a school that didn't really do music lessons very much I started getting lessons in the 
five C method um and that was pretty good and after a while I gave that up I cant 
remember why, think I had too much work to do or something like that I went through 
that for a couple of years and then I came to Farnsworth and started having keyboard 
lessons. 
 
Interviewer: And that was with Shane? [contemporary synthesizer composer and 
performer] 
 
Dennis: Yeah, and I've just been doing that since. 
Interviewer: So can you elaborate? You and I know what that story is but can you 
elaborate about what happened here at Farnsworth? 
 
Dennis: I came to Farnsworth and up until then I’d been playing piano and when I came 
to Farnsworth there was the opportunity to play synthesizer instead which I really found 
much more interesting than playing piano cause that's the kind of thing I’d been 
interested in mainly cause with piano it’s a bit restrictive but with synthesizer you get 
more sounds and more variety of what you can play and such. I started playing 
synthesizer and found it real interesting. Also along with that I joined several bands at 
school I think one in particular the synthesizer ensemble um and that was real interesting 
’cos I got to play in a band where we were all playing synths so um yeah after that I 
joined the soul band, jazz fusion, sort of jazz band and now the synthesizer and 
percussion ensemble and Shane left and James took over so I was having lessons with 
him and I was doing that up until Year 12. 
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Interviewer: Tell me were you also at this time, when did you actually start mucking 
around with sound creation on the computer? Was it the same time? 
 
Dennis: No that was about 1990 yeah I just got an Amiga computer and a friend of mine 
gave me this program called MEG which is a music editor program uh it’s what's known 
in the computer community as a tracker ’cos it’s based on another program called tracker 
and that enables you to sequence samples on the computer with four channels which is 
not really a lot but that enabled me to write some music at home and I’ve been doing that 
since and now I’m running a PC and I'm doing that, that has about 32 channels and 16 bit 
samples so you get actually production quality stuff out of it, it’s really good. 
 
Interviewer: And you've been interchanging Mod [modifications of sound files] with 
someone interstate for some time now? 
 
Dennis: Well basically the whole tracking community is worldwide with the internet and 
so on um but yeah recently I met up with a guy in Queensland who is a pretty well known 
tracker, his name is Huns um and yeah we started talking and stuff and we started a coop 
track both working on it at the same time and to do that one of us wrote the first part of 
the thing and the basically the basis for the entire track so with a few patterns and we 
basically set up a groove and then we passed it back and forth over the next couple of 
months or so and we worked on it taking turns and we ended up with seven minutes’ 
worth and we’re about to start another one pretty soon so that should be pretty interesting.  
  
Interviewer: Mmm. Sounds good. Can you tell me about the people who may have 
influenced you along the way, You started a little bit earlier to say how the teachers were 
pretty crappy. Can you tell me a little bit more about the relationships with those people 
and why you’ve got that kind of opinion of them and also other people that you have 
learnt from, not necessarily teachers, some might be other students and peers? 
 
Dennis: Um let’s see, at CG the teachers were kind of crappy as I said ’cos they kind of 
believed more in discipline than kind of encouraging people, like pointing out mistakes 
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rather than saying yeah that was good whatever. But it’s all a different style of teaching 
really, it’s all pretty effective. Yeah I got to learn piano from it so that's OK. I couldn’t 
really put up with it for all that long so I gave that up but when I got the chance to take up 
the five C’s method that was actually a very encouraging method I got a lot more 
interested in it then. 
 
Interviewer: Five C's from my understanding is a sort of kinesthetic programming, it sort 
of programs your fingers to move? 
 
Dennis: It’s more like a method for learning to play the piano but getting to know the 
keyboard better like knowing where the C’s are and where everything is in relation to 
that. It’s kind of like getting to know where the notes are rather than having to hunt round 
for them when you have to play them and things like that. That was a pretty interesting 
method I’m not so sure it’s all that effective but it gets you interested in playing because 
you can actually play it so it’s encouraging. 
 
Interviewer: So were you attracted to the method or the teacher? 
 
Dennis: Kind of both I guess. I think it was more like the method was what attracted me 
to piano it’s not really suited to all styles of playing but yeah it gets you interested in 
playing the instrument. You get to experiment a bit more and stuff like that so after I ’d 
gone through with the five C’s method I was kind of it gave me and experience on the 
piano and I was ready for something more serious. 
 
Interviewer: So despite the relationships with the teachers you sort of value the technical 
progress that you made, but it wasn't as encouraging as you would have liked. 
 
Dennis: At CG that was the case but 'five c’s' was OK for that the method was good for 
that and I got a lot of encouragement and that was pretty encouraging. 
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Interviewer: What about Shane and then James? What was the difference between their 
approach to teaching? 
 
Dennis: There's not really a great difference, but um because Shane has a more 
professional approach and James has a more fun approach and both were very effective 
but in different ways with Shane you get to know,. say we were rehearsing for a 
performance or something we would get everything down before the performance and 
practising and things like that but with James it’s kind of more an experimental kind of 
thing and you get to write your own tunes and improvisation. There's not really that much 
difference but if there is it would be something like that but they are both very effective. 
 
Interviewer: So they are responding to your needs more? Or the kind of thing you would 
like to move in? More of a partnership than all power lies with the teacher? 
 
Dennis: Yeah, especially with James he‘s more like he’s just a member of the band and 
we’re all like hanging out together and stuff like that. Like a garage band, kind of thing, 
but like the teachers at CG it’s like they’re the master and you’re the slave or whatever. 
You will practise [Dennis imitates a sound like a whip cracking]. 
 
Interviewer: What about the circumstances and environments? Like obviously the move 
from CG to another school and then to here have an effect on you in that way and the 
environments also give you access to different things like access to synthesizers and to 
bands and that kind of stuff. What you can say about the places themselves and the sort of 
physical things that they had to offer in that respect? 
 
Dennis: Ah let’s see, at CG was a pretty closed mind school especially around the music 
centre- if your not gonna play classical music and violin and stuff then get out but yeah 
they had piano and stuff but mainly they had classical music and stuff which I’m not 
really into. but yeah when I went to or I learnt the five C’s method we were learning sort 
of jazzy sort of tunes they were pretty simple and stuff but they kind of gave you the idea 
and then I moved here and it was really good because it was very open minded sort of 
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school and if you want to play guitar then you play guitar and if you want to learn drums 
or synthesizer and so on but somewhere like CG there wasn’t a synthesizer in sight you 
would be seen as some kind of heretic if you brought along a synthesizer and started to 
play. 
 
Interviewer: So you have mentioned the ensembles you have played in. What kinds of 
events have been really important? 
 
Dennis: The annual music concert thing, which I’ve played at a couple of times, that was 
really good ‘cos it kind of showcases everything that the school was doing um and I think 
every time I was in that I was in a different band um and one of them I was in two bands 
that was the soul band and the synthesizer ensemble um and I think in that case we only 
started to do a synthesizer ensemble performance for that when we were on the music 
camp and we realised that half the soul band didn’t turn up a couple of days before the 
performance. So we started a whole new synthesizer group. Other than that, there was 
speech night, which I’ve played at a couple of times. 
 
Interviewer: That was a solo, wasn’t it? 
 
Dennis: Yeah it wasn’t originally going to be a solo it started out with about three of us 
playing a tune with a backup tape. But circumstances made it quite difficult because 
about half way through the term we lost one member because he got expelled  
 
Interviewer: And the other guy got a ruptured something or other? 
 
Dennis: I think he managed to twist his testicles jumping over a fence or something and 
that was on the night of the performance  
 
Interviewer: I've seen him recently, he’s OK. 
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Dennis: Is his voice high pitched (in falsetto). Hope he doesn’t hear this tape! By the time 
of the performance it ended up being just me and Shane with a back up and it was 
essentially a solo performance in the end that was going to be a whole group. It still went 
ahead which was really good. We probably wouldn’t have been able to do that with 
another band really. 
 
Interviewer: Yeah, that's part of the flexibility of the instrument. 
 
Dennis: Yeah otherwise you would have been down on a bass player or drum player or 
something like that I would have been just sitting there looking like an idiot. But apart 
from that I think we did a soul band and a synthesizer ensemble performance on different 
speech nights after that and they were really good but performing in front of a pretty large 
audience like that can be a bit unnerving. It kind of teaches you a few things about it. 
Also I was in the Cafe Everything band which was a school musical and that was pretty 
interesting ‘cos I’d never really done that kind of thing before where you had to play 
along with performers on the stage and so on. And also in the synthesizer ensemble 
we’ve played at several Easter and Christmas services where at various places we’d be 
playing either backup music for someone or background ambient things while people 
were reading things out or even more performance pieces for ourselves that kinds of 
shows the flexibility of synths because of the fact that we are all playing synths we can’t 
play basically any style of music and have it sounding pretty incredible I guess um so 
yeah we managed to play some pretty rocky stuff, and some ambient things um even 
ethnic kind of tunes and they all sounded good. 
 
Interviewer: Let’s look at you in say the classroom environment what sort of things have 
you done in classroom music? 
 
Dennis: Well um, the classroom music was kind of different to being in a band. You 
would need to do all kinds of different projects and stuff like that so rather than being in a 
band you’d have kind of challenges um often and we’d be in pretty mixed bands and 
we’d have guitar players and trumpet payers and keyboard players and that was pretty 
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interesting to see what we came up with. At other times we kind of did it kind of solo 
projects on synths like for instance we were working on the future of music project where 
we’d sequence something and we’d all be working on the sequence and at the end we’d 
just have a finished sequence programmed into the keyboard. So it was really a wide 
variety of different musical experiences, I guess. 
 
Interviewer: I’ve still got some of your pieces and still play them at conferences and 
things like that, because they are such nicely written pieces. 
 
Dennis: [laughs] Thanks. 
 
Interviewer: Coming back to some of the teachers again, what effect have they had on 
your development, do you think? In what way? 
 
Dennis: I learnt a lot of stuff about improvisation from Shane about blues scales and stuff 
like that before that it was just read every note off sheet music you could improvise and 
do solos and stuff without even having sheet music. before that it had been reading stuff 
off sheet music especially CG you know read this and play it and if you got one note 
wrong you’d have to start over again and that kind of thing which is not very 
encouraging. 'Five C’s' method because of the method of teaching I got to understand a 
whole new way of playing piano so it was like reading sheet music in that you’d go two 
tones up and a semitone down and you’d read it like a sequence um yeah apart form that 
it’s been the generally the kind of band thing at Farnsworth that has been encouraging 
because actually getting to play in a band you get to see what it’s like to with other people 
and play one particular part which could be different every time and you’d be all working 
together and that's good teamwork and that and you’d learn a whole bunch of useful 
techniques from working with each other. 
 
Interviewer: Let’s look at the synthesizer ensemble. How do you feel about the 
synthesizer ensemble's work in church/ceremonial events at the school, as well as it’s role 
in performance of art music? 
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Dennis: That's pretty interesting all that stuff with the church and stuff. Sometimes we’d 
be playing kind of appropriate musical interludes and stuff like that in between bits of 
reading and that was usually composed by whoever was conducting the band or whatever 
and that was pretty interesting because we had to play a whole range of styles that we 
hadn’t played before and new circumstances and I think we learnt from it quite a bit in 
fact there was this one particular service which I think it might have been a Christmas 
service, no I think it was an Easter service, we were told we had to play some short pieces 
of music over some film that they were going to be showing and the …  
 
Interviewer: And the pieces were a lot longer than we had been told  
 
Dennis: Yeah and we had these thirty second pieces of music and we had no idea when to 
start playing them or how long they were about to be going for we looked up and the film 
was still going and we managed to keep it going and improvise and extend the pieces and 
nobody noticed. 
 
Interviewer: Has being a member of this ensemble had any personal effects on you – 
firstly socially? 
 
Dennis: I’m not really sure about that, I mean a lot of people at speech night and stuff 
especially that one where I played by myself you know everyone would come up and 
going oh yeah good job and all that kind of thing but basically it’s been basically just in 
the band. I’ve got to know a few more people in the school from being in the bands with 
people and that was pretty interesting ‘cos I got to work with a whole lot of people who I 
hadn’t known before and I got to know them pretty well during the time that I was 
playing with them. 
 
Interviewer: Do you find that is a different kind of knowing when you play with someone 
in a band? 
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Dennis: Yeah I think it is rather than knowing about them from what they tell you about 
themselves and what you ask them. You actually get to know them through the music and 
how they play and so on and what they like to play. It sort of shows you a different side 
to people as well. A few people I wouldn’t have guessed they were into a certain style of 
music if I had just met them and talked to them. 
 
Interviewer: Mmm, it’s another side to people. What about musically – I mean you’ve 
said the ensembles have given you challenges and done things for you and they've also 
taught you how to improvise - what kinds of changes has synthesizer ensemble had on 
you musically? 
 
Dennis: Umm I think the synthesizer ensemble has been really good for me because 
mainly before that it had been piano lessons which usually means you are playing by 
yourself which means you've got to play the bass the chords and the melody and all that 
kind of stuff basically all by yourself but in the ensemble kind of environment it was a 
band environment so everyone would play their own parts so sometimes I’d be playing 
the backing chords or sometimes improvising solos over the top so it’s kind of a different 
way to play music ’cos up until then I’d been playing the whole thing by myself it kind of 
introduced me to a teamwork approach. 
 
Interviewer: That leads me to another question in that area. What about the way you think 
– has that had an effect on the way you think about problem solving? 
 
Dennis: Well when you’re in the band you kind of work together in what your playing ah 
especially when you come to things like solos and improvisation and so on if you're 
working by yourself you’ve just got yourself to play with you're just sitting there playing 
the whole thing yourself and you know what you’re going to do and that's pretty boring in 
that sort of sense but in a band if you’re for instance and you’re playing a solo and you’re 
doing call and repeat or something like that if you got passing back and forth little lines 
and riffs and so on that's kind of like a conversation than just a monologue it’s much 
more interesting. You also get to if you were to write a piece with a band it would be 
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much more interesting than doing it by yourself. And you get to see the different creative 
processes that everyone contributes and so on. I also think it makes a better track. 
 
Interviewer: What do your peers/ friends think about your involvement with synthesizer 
ensemble and the role it plays in school activities like either art or church or both? 
 
Dennis: I don't know. I don't think that most of my peers are really interested in 
synthesizer which is probably why I’m the only Year 12 player in the synthesizer 
ensemble this year. Um I think so yeah basically I’m the odd one out in my year mainly 
they find it pretty interesting that we’re in the band. Especially considering we had the 
performance and even though it was pretty near the exam period, none of them decided to 
turn up every time I asked them, they said ‘no I got this stuff, kind of thing’. But um apart 
from that people think of synths as that's trying to sound like a guitar and that's trying to 
sound like a drum kit. I think the real, much more effective use of synths is when it starts 
making new sounds that have never been heard before um not a lot of people hold 
opinions such as that. 
 
Interviewer: That's a pretty advanced kind of thinking. Is there a response, I mean at 
Easter services and things like that is there some kind of feedback or response from them 
in that regard? 
 
Dennis: I’m not sure, not really. I mean they don’t really know how to react to most of 
them because for instance we are playing an ethnic improvisation piece they don't really 
know how to respond to it ‘cos they haven't really hear any ethnic improvisation pieces 
before but neither have I, I think. But it’s kind of interesting for me to kind of introduce 
them to a whole new way of music and stuff like that, whether they take it in or not I 
don’t know but it’s pretty interesting for me. 
 
Interviewer: Do you think that the synthesizer ensemble has any general effects upon the 
students, staff or community as a whole, i.e. do you think they are proud of it? 
indifferent? what do you feel or perceive? 
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Dennis: I think the greatest effect of playing at speech night or Stonnington um it’s ah 
and the same at Easter, that you get to introduce a whole bunch of people to a form of 
music that they haven’t had much experience with before and I remember at the most 
recent annual concert after we’d played ‘Mission Impossible’ and we did our own version 
of that with all analogue synths and stuff like that rather than the standard sort of version, 
I think it was Eleanor that went up to the microphone and explained that the most 
effective use of synths was when we used it to create new sounds and I think that 
everyone seemed pretty interested in that which was a response for the audience and 
sounded pretty interested and hopefully we’re introducing a whole new way of looking at 
synths and so on because without that people would think that we were just trying to be a 
normal band when we’re not actually playing the instruments for that kind of thing. A lot 
of the same people think that if you’re writing ‘Techno’ that it’s not really music ‘cos it’s 
done on computer like you’re not playing music. I can go on arguing about that kind of 
thing all day but I’m not going to. 
 
Interviewer: We’re quite in agreement on those kind of things but Ok is there anything 
else that you’d like to add about either synthesizer ensemble or music at this school that 
has had an effect on you personally? 
 
Dennis: Well it’s as I think I’ve said before it’s shown me a new way of learning music 
and so on ahm it was really good for me ’cos it really opened and broadened my views of 
music and synthesizer music and stuff like that. At other schools you weren't allowed to 
play in a rock band, in a way that was way out but as soon as I came to Farnsworth I saw 
this rock band I think it was the Cannon or something and they were in Year 7  
 
Interviewer: That is the same year as you. 
 
Dennis: Soon as I came to Farnsworth I see this group of Year 7s playing a sort of rock 
band/grunge sort of thing and I was really amazed at that ’cos you would never see 
anything like that at CG you’d be more likely to see a group of Year 7s squeaking on 
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violins, playing trumpets and things. That gave a whole new impression of what music 
could be like at school. So yeah, it’s been a very creative atmosphere as well ’cos rather 
than just playing sheet music it’s been improvising and writing original pieces with the 
bands. 
 
Interviewer: Do you intend to keep on playing or keep playing in a band? 
 
Dennis: Yeah hopefully, I’ve just got an offer from Tim who I've been in a few bands 
with, He’s in a band with Len [This is a working, CD recording grunge/thrash band]. 
He’d like me to come and jam with them a few times on keyboards. 
 
Interviewer: They've got CDs out and everything! 
 
Dennis: Ahm and yeah apart from that I’m going to keep writing the ‘mods’ and I hope to 
buy a real keyboard soon because the one of got at the moment is a crappy Casio ahm I 
hope to buy A Kurtzweil K2000 which would be a real keyboard. 
 
Interviewer: you can get them a bit cheaper secondhand now. 
 
Dennis: Yeah, I hope to be doing music a bit later ‘cos the kind of job I hope to get would 
be working with games and stuff writing mods for them and stuff that's another 
opportunity for me and stuff. 
 
Data reduction preliminary analysis writing. Retelling the story: 
Dennis began learning the violin at CG in about Grade 1 or 2 for about two weeks but 
gave up because he hated the sound and playing the instrument (9e-15a). He got a piano 
in his room and also a Casio keyboard and got ‘really interested in playing’(9b-9e), so he 
got lessons at school. The piano teachers were ‘pretty crappy’ (9d) but despite the dislike 
for their approach which focussed on perfect playing rather than encouragement he was 
sufficiently motivated to continue learning the piano: ‘they kind of believed in more in 
discipline than encouraging people, like pointing out mistakes rather than saying yeah 
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that was good’(27-27b). Despite this initially perceived negative relationship with his 
teacher he still later in the interview was thankful of the effectiveness of the ‘discipline’ 
approach which gave him access to the instrument although he ‘couldn’t really put up 
with it for too long’ ( 27e-d) ‘I got to learn piano from it so that's OK’ (27c). He then 
changed schools at Grade 5 and went to a state school that did not offer music lessons and 
so he began to learn the piano privately using the ‘Five C’s method’ (15d); that was 
actually very encouraging method I got a lot more interested in it then’(27d-e).The 
method, is more like a method of getting to know the keyboard better like knowing where 
the C’s are and where everything is in relation to that’ (29-a-e). This method added to his 
technique and encouraged him both through his familiarity with the keyboard and 
through the kind of material he played. In this method he played some ‘simple jazzy sort 
of tunes’(38c).  
 
The notion of attraction to the piano or the keyboard instrument here is strong combined 
with a personal need to be encouraged by success in playing which balances a need for 
technique which gives access to play and an encouraging environment. The environment 
includes music, which is enjoyed by the student, where the challenge meets the level of 
expertise and encouragement from the teacher and the method. Dennis personifies the 
method and teacher as one and sees the philosophy clearly in terms of the fact that, 
despite his dislike of the disciplined approach, he saw a value in it to give access to the 
music and the playing. His particular dislike of the violin, still vivid to this day, suggests 
the value of timbre and kinesthetic movement although this is a tacit observation but one 
which I have observed in many music students. His later attraction to the synthesizer is 
particularly encouraged by it’s timbrel range and flexibility as an instrument that is 
capable of playing a wide range of musical styles (44c,46j-m,56c-e,72g-h,79a-j,). In the 
first instance, it is often pure timbre of the instrument, which is attractive to the student. 
This is not only the sound the instrument makes but the sound they can make on it and 
hence producing a good sound is often very important to new instrumental students. The 
next step is access to kinesthetic processes to produce sequences of sound in music, 
which also if successful encourages further exploration and practice. 
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Dennis moved to Farnsworth in Year 7 and was immediately taken by the openness of the 
approach to music his first vivid experience being at a music night where he saw a Year 7 
rock/ grunge band perform( 82a-c) ‘that gave a whole new impression of what music 
could be like at school’ (82c). He began learning synthesizer with Shane and also played 
in a number of contemporary bands: rock bands, soul bands and the synthesizer ensemble 
as well as learning music in the classroom from Years 7-10. His learning with Shane 
focussed upon playing pieces with his bands and learning improvisation he learnt ‘ a lot 
of stuff about blues scales and stuff like that without even having sheet music’ ( 52a). His 
performance in the bands was a very encouraging and motivating thing for him both 
socially and musically. He liked the collaborative approach to playing in a band 
(48b,52g-k,62a-e,66-f,68-i,82d-e). His work in the classroom has provided a ’wide 
variety of musical experiences’ (48g). He worked on a wide variety of musical projects 
and bands (48-g,) the experiences in composition extend upon or relate to his own private 
work ‘tracking’ which is an internet word for sequencing samples using a computer he 
has carried on an active composition process online with the ‘tracking community and 
has written "Mod” pieces with another tracker’ in Brisbane (20-22g). His classroom work 
at Farnsworth gave opportunities to use this experience and compose using different 
styles and composition techniques. He had continued involvement with music activity 
through classroom electives, bands and private lessons throughout his time at school. He 
did not choose to do music at VCE level but remained actively involved with bands and 
private lessons first with Shane and then for the last two years with James whose 
approach to teaching was seen as being similar to Shane’s but more a ‘fun type approach’ 
(34a). Shane’ approach was a more ‘professional style’(34a) of approach implying a 
logical order and a purposive approach which hinged on the expectation of treating the 
student as a professional player in the image of the teacher who is a professional 
performer and composer (my observation of the teacher). James’ approach allowed more 
freedom for composition, sound creation and improvisation ‘it’s kind of a more 
experimental kind of thing and you get to write your own tunes and improvisations’(34d-
e). James’ role as director of the synthesizer ensemble is also perceived as a lower key 
one ‘’he’s more like a member of the band and we’re all hanging out together ... like a 
garage band kind of thing’ (37-a).  
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At Farnsworth, Dennis had access to equipment in particular synths, people who were 
encouraging and bands which encouraged social interaction. His preference for non-
notated structures was accommodated with improvisation and composition but he still 
developed his notation skills embedded in the communication process of the bands. The 
notion of access to environments which encourage participation and support development 
is quite strong in Dennis’ story. He cites encouragement (27a-e, 29e, 33a, 52h), interest, 
sounding good (20f,46m,) and effectiveness many times in his reference to Farnsworth 
and also as a prime force in his own needs for it. 
 
The synthesizer ensemble itself and the role it has played are significant as he shows a 
sense of pride in it’s innovation. He likes the idea that he is part of a new ensemble and in 
major performances he is educating the audience in new ways of making and playing 
music (56-d, 62-e, 72f-h, 74-e, 79-l). The social side of the ensemble is also a feature for 
him. He has met students who he would not have ordinarily mixed with and suggested 
that he knows them ‘through the music’ rather than just what they say about themselves 
(62-e, 63a, 64a-d ,65-68e). The collaborative mode of working in synthesizer ensemble 
and in the classroom composition projects he saw as developing in him a sense of 
teamwork and he suggested that the outcome in such work was better (68i, 22a-g, 48-g). 
Furthermore, the exposure to performance and improvisation in performance has had a 
profound effect upon him as he has shown a preference for seemingly less structured 
work such as improvisation and composition (these are highly structured but less imposed 
than straight notated work). He has had the opportunity to experience a broad range of 
situations where he has been able to utilise these skills and develop and build on it as a 
method of thinking and problem solving. This is a tacit observation from working with 
the student over six years he has shown a marked improvement in his self-esteem and 
confidence. Although this cannot be attributed to his music experiences he acknowledges 
that it is an environment which has supported and encouraged his interests (81-82e). 
There has been an incorporation of his outside interests in computer music, classroom 
work, ensembles and performances supported by private lessons, which responded to his 
developing needs and interest.  
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The synthesizer ensemble’s involvement with church and ceremonial events was 
perceived by him as interesting as it provided a broadening effect on the styles of music 
he listened to and played and he was also proud of the innovation of the performances in 
it’s sound, sound flexibility and ability to play a variety of styles from Arabic 
improvisations to church choral music. The role of the ensemble was also seen as positive 
and diverse and he saw the pragmatic applications as an opportunity for imagination and 
creativity, which he found attractive. The effect upon his peers was not noticed they 
appeared to take little interest in the ensemble but he enjoyed the ‘educative’ function of 
showing people (peers and parents/teachers) about new forms of music and the power of 
the synthesizer as a performance instrument. 
 
Dennis intends to continue composing and performing, hopes to continue to play in a 
recording band, and also would like to combine his synthesizer/computer skills in 
multimedia in his occupation in the future. 
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APPENDIX J 
Summary of other media data 
 
Video tape of 1997 concert performance 
This is an edited version of the performance recorded in field notes for 1997. Shows a 
range of performances and diversity of ensembles. useful as an illustrative tool. 
  
Videotape of synthesizer ensemble group performance. 
This was a great concert. Showing the uniqueness of the ensemble and it’s development. 
certainly useful as an illustrative resource. Shows an innovative quality, which need to be 
emphasised. 
 
Videotape of Junior school mural and Cows project. 
This shows a diversity of creative music making projects done in junior music by Peter. 
Good illustrative material for Domain project and creative music making. 
 
Cassette recording of rehearsals for concert excerpts refereed to in field notes. 
Supports statements made in field observations. The sound recording on this one is pretty 
poor, though. 
 
Cassette recordings of ‘Stations of the cross’ excerpt for synthesizer ensemble for 
Easter service. 
 
Cassette recording of 1995 concert. A very diverse concert showing a range of 
particularly creative performers and emphasising making rather than merely reproducing 
whilst still being able to reproduce classics competently and with feel for the context. 
 
Cassette recordings of Year 7 - classroom instrumental.  
The Student as Maker Appendices 
 286 
Shows early instrumental work of students and contributions to the creative project of a 
film underscore for 2001 a space Oddesey. 
 
Cassette recording of Year 9 - 1996 classroom projects.  
Recordings of rock music project where students play blues, a cover and then compose 
their own song. This shows some particularly interesting combinations of rock 
instruments and wind instruments showing that the diversity of the ensemble is relative to 
the environment. 
 
Cassette recording of Year 10 classroom projects. 
Recordings of songs written by Year 10 students mostly of a rock nature. Most of these 
songs have been sequenced and they recorded backings and performed them A sample of 
technology and classroom composition. Later in the tape there are some interesting 
technological compositions using sequencing and samplers. Illustrations of experimental 
music making. 
 
Cassette recording 1996 concert. 
More diversity illustrations shows a feature of instrumental performance in large 
ensemble showing the development of the larger ensemble and it’s conductors. 
 
Cassette recording of 1994 20th century music project. 
This has some particularly innovative music on it and shows a development in the 
understanding of concepts in music beyond rock to encompass contemporary twentieth 
century forms of minimalism, serialism and modal music. 
 
CD recording of Cherry Dook 1996.  
Recording of all girl Rock band mentioned in field notes and the subject of three 
interview participants. Features three tracks which are then played backwards. Shows the 
development of the pop songwriting and performance standard of the band. 
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CD recording of the Wind Ensemble 1996.  
Shows the wind ensemble at the height of their development. Bands like this go through 
phases as mature members grow up and leave the school and this recording captures the 
peak before a large number of students moved on. 
 
Videotape of Year 9African - music performance in class 1997. 
This is vision of a South American song which the students have learnt and also a piece 
that they have composed themselves and refers directly to field notes about this African 
music unit. 
 
Samples of student reflections and work, November 1997 Year 7, 8 and 9. 
Towards the end of my field observations, I asked students to tell me anonymously about 
their music experiences. In many cases, there are some quite negative reflections on 
experiences as the Year had not been a good one. This is interesting as negative case 
analysis but probably also supports the notion that the changes that occurred in 
management (i.e. the head of music) did not follow the kind of approach I had begun and 
this perhaps echoes that dissatisfaction. There are some interesting reflections from Year 
9s and the Year 7s and 8s express dissatisfaction with the instrumental program in 
particular. A good source of student opinion in negative - when things are not working. 
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APPENDIX K 
Initial coding categories for research data 
 
The categories should reflect the system being examined 
 
 All these are about school institutionalised practice impacts on development and 
thinking. 
 
Teacher approach  
The teacher as builder, animateur, facilitator ? openness, teacher as maker as 
mentor/example. The multi-textual approach using word and action to communicate. 
 
The student teacher relationship - instrumental, classroom, conductor. 
 
The classroom: experience and links to external involvement or personal development- 
creative, styles, instrumental experiences, ensembles. 
Ensemble: experience and links to external involvement or personal development. 
 Large and small ensembles? pragmatic work and art for art’s sake. 
 
The community: experience and links to external involvement or personal development. 
Pragmatic making 
Aesthetic Making 
 
Access 
People and ideas, spaces and equipment, performance opportunity 
 
Discernible effects on meaning/development self-esteem, social, cognitive, creative. 
Work towards building a narrative, which describes the theory in practice? 
Highlight issues drawn from the above areas of the system. (Issues of balance) 
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APPENDIX L 
 Summary of member check procedure and Information 
In this appendix I present information about member checks of interview data. I provide a 
list of participant names, a brief comment on the kind of comment they made about the 
transcripts and a sample drawn from the researcher’s journal that describes a member 
check. A copy of the member check register is included. 
 
Member check procedure: Transcripts of tape-recorded interviews were returned to 
participants to check for accuracy. Participants were given the opportunity to add, change 
or withdraw any part or all of the interview data. The following statement is drawn from a 
journal entry, and describes a participant’s wish to delete some data. 
 
Date: 12/2/97   Category of Data: Teacher Interview 
 
Name of Subject or location: Matthew 
Information/ Notes: 
 
The use of expletives and the mention of names in defamatory fashion presented an 
ethical dilemma to me. I transcribed the work faithfully and returned to him for a 
member check and he chose to exclude some of these passages but was not 
concerned about the expletives. These exclusions in no way damage the useful 
information in the data. 
 
Interview participant list with detail of return of transcript, comment and signed 
acknowledgement. 
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Interview checklist and aliases and member check register 
 Member check status Pseudonym  Comment  
1.yes   Bronwyn Authenticated with no change 
2. Yes   Teresa  Additional comment and expansions. 
3.yes   Brian  Authenticated with no change 
4. yes   Dennis  Authenticated with no change 
5. yes   Daniel  Authenticated with no change 
6. yes   Janet  Authenticated with no change 
7. yes   Linda  Additional comment 
8. yes   Holly  Authenticated with no change 
9. no   Bradley  Transcript had missing taped data did not receive response 
10. yes   Wendy  Additional comment 
11.yes   Jack  Additional comment 
12.yes   Michael  Authenticated with no change 
13. yes   John & Sandra Authenticated with no change 
14. yes   Phillip  Authenticated with no change 
15. yes   Edward  Authenticated with no change 
16. yes   Colin  Authenticated with no change 
18. yes   Jason  Authenticated with no change 
19 yes   Margaret  Authenticated with no change 
20.no   Luke  Lost contact changed schools/moved house.   
21.yes   Fiona  Authenticated with no change 
 
Teachers 
1. yes   James  Changes to punctuation to clarify meaning. 
2. yes   Mark  Authenticated with no change 
3. yes   Simone  Additional comment 
4. yes   Matthew  Requested removal of derogatory comments.  
5. yes   Jane  Authenticated with no change 
6. yes   Robert   Authenticated with no change 
7. yes   Jessica   Changes to punctuation to clarify meaning 
8. yes   David   Authenticated with no change 
9. yes   Peter   Authenticated with no change 
10.yes   Barbara   Authenticated with no change 
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APPENDIX M 
 Description of data trail process and procedures. 
The following information describes the process and procedures undertaken for data trail. 
I have provided a sample journal entry that provides comment on the outcomes of the 
trail. 
 
Description of process 
The procedure for independent data trail involved auditing the following procedures: 
1) random Audit of three taped interviews: were checked against transcripts for accuracy; 
2) examination of records of member checking and ethical procedures; 
3) stocktaking of ‘Other media data’ with a random audit of descriptions; 
4) random audit of a data reconstruction followed theme using NU*DIST index system. 
 
The audit trail was undertaken by a Psychologist who holds a Master of Educational 
Psychology. She found the procedures and documents to be accurately and honestly 
represented. 
Journal entry about audit trail 
 
Journal entry 24/11/97 
The audit trail took place over the last few days. I found that NU*DIST really helped 
in data retrieval and provided quick and easy links to data. The taped interviews took 
her quite some time to listen to but as I had most of these checked when I was 
transcribing them they proved to be pretty ‘spot on’. All of my interview/member 
check data has been returned except two who I was unable to contact due to moving 
schools/houses. She has asked a lot of questions about the data reconstructions but it 
seems that because I have mainly let the data speak without over-interpretation she 
was satisfied that the analysis was accurate representation of what the case. The 
process has made me very aware of the importance of this last aspect of allowing the 
voices of the participants to speak. I am conscious that in curriculum design it is 
seldom that children’s voices are heard and this might be an important contribution 
that the thesis might be able to make. Particularly when I consider and compare the 
students’ and teachers’ perspectives.  
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APPENDIX N  
Researcher’s journal 
The following appendix contains samples of reflective comment about interviews and 
field observations to provide the reader with a sense of reflecting in and on action. 
Interviews: Student 
Date:  26/10/96   Category of Data: Student Interview 
 
Name of Subject or location: Teresa 
Information/ Notes: 
This interview was undertaken as part of the pilot study. 
Teresa is an exceptional musical talent. She has an A Mus A in Flute and plays in a 
variety of orchestras and ensembles. Her family are most supportive and she has been 
learning music since age 5. She studies Suzuki method flute and learns contemporary 
and classical piano at school. She is a very bright student currently studying two 
Year 12 subjects in Year 11. She is very articulate and speaks reflectively and with 
clear insights into her thoughts expressed very confidently. She is a music 
scholarship student. She has been at the school since junior school. The interview 
showed strong information about the need for a good relationship with the music 
teacher. Her own teacher showing the ability to change the relationship over time, 
that is, develop from an early relationship of dependence towards a more negotiated 
approach to music making. The emphasis is also on positive reinforcement and the 
teacher playing as example, indeed life as a musician as an example. The love of 
teacher is very strong. The interview also showed that the idea of asking students 
about development was not very successful. Despite her self-reflective ability and 
articulate speech she was not able to differentiate this idea from just plain growing up 
or isolate what music had given her generically. She did however, in other questions, 
show example of this kind of development. The self-perspective may not be a good 
one to pursue in further interviews. The dual role of music (Pragmatic/aesthetic) was 
well explored and showed up as being present at the sight. The classroom in early 
Years (7/8) was not popular with this exceptional student, as it was difficult for her 
to play with significantly lower standard music students. She did however suggest 
that it was the Year 9/10 electives which helped broaden her musical style outlook 
from classical to one which includes rock music, jazz, world music and twentieth 
century art music. The role of improvisation and reflective practice also had a great 
influence upon her musical development. A great interview for articulate comment. 
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Interview: Teacher 
Name of Subject or location: James 
Information/ Notes: 
This interview was undertaken as part of the pilot study. 
James’s own life development shows a strong nurturing environment, which included 
access, and exposure to good musicians and gear, and an encouraging environment 
from home, school and church. The demonstrated application of this same nurturing 
is evident in his teaching approach. He has noted developmental change in students, 
and particularly highlights the power of the small ensemble to be educative. There 
are a number of issues in this interview, which need to be examined, the relationship 
between student and teacher, access, the classroom and the curriculum. A great 
interview with significant contributions to the ideas of art life integration and the role 
of creative/ practical based music. Also he highlights the notion of teacher 
responsiveness to student need in interest and creative development. He teaches 
Synthesizer, composition, piano and music in the classroom. 
 
Interview: Teacher 
Date:  13/2/97   Category of Data: Teacher Interview 
 
Name of Subject or location: Jane 
Information/ Notes: 
Jane teaches all woodwinds but specialises in Saxes. She conducts the Wind 
ensemble and is active as a chamber music performer (Sax Quartet) and conductor of 
the Australian Wind ensemble and Wind Sinfonia. She is about to take up a 
scholarship offer to do a Masters in conducting in the USA. She teaches classroom 
music at Years 7/8 and takes ensembles from Year 3-12. Her life story was very 
interesting showing great determination to play and great obstacles, which she 
overcame. Her ability to reflect upon the whole school system articulately was very 
clear. She has worked in particular to bring the symphonic and classical side of 
music in particular wind music to the school and has developed techniques for testing 
and matching students and instruments for Year 7 students. Her response to making 
the large ensemble experience both successful and educative show in her work and 
the wind ensemble and Year 7 programs have both grown exponentially in the past 
five Years. The importance of the link between classroom and ensemble/instrumental 
features strongly and the balance of creative and practical instrumental playing, 
reflective activity and theory knowledge is discussed at length.  
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Reflections on Observation data 
Date:    Category of Data: Observation 
 
Name of Subject or location: School music camp in the school hall and music rooms. 
Information/ Notes: This event took place over two days. A Saturday and Sunday. I 
observed rehearsals each day focusing upon the relationship of teacher/conductor and 
the groups and the ways in which the conductors communicated with the students in 
both large and small ensembles. The feature idea which I observed was the diverse 
ways in which the conductors communicated using voice, singing parts, clapping and 
tapping, demonstrating on their instrument and organising experiences which gave 
students a way of breaking down and analysing problems and devising ways of 
dealing with them. The teachers demonstrated critical reflection on experience 
modelling behaviour they hoped would be taken up by the students. This was most 
apparent in the Wind ensemble where section rehearsals emulated the conductor’s 
approach to problem solving. Also of interest was the ability of students to focus and 
work on pieces for up to two hours in a relaxed and cooperative way a thing the same 
students might not demonstrate in a normal classroom. Also the level of student to 
teacher ratio was one where there was not the required 1 to 10 (In the wind band it 
was 1 to 45) but issues of discipline were almost never apparent. The positive 
reinforcement was also a feature of the relationship. I never once saw a teacher lose 
their cool (I’m sure they do but I didn’t see it in these two days). The music and the 
concert program was the joint task it seemed and they worked together to solve the 
problems of performance. The diversity of ensembles was also interesting: Rock 
bands, vocal ensembles, jazz band, Wind ensemble, Electronic Art orchestra. 
Students also moved freely between genres and instruments playing clarinet in a 
classical ensemble and guitar in a rock band was not unusual. The variety of musical 
styles was also broad- rock, classical, contemporary art music, and world music all 
played with a focus upon ‘feel’ rather than purely accuracy. The gaining of ‘feel’ 
coming from the ability of the conductor to ‘feel’ and to take them into their lives as 
players. Their enthusiasm and love for the music was the hook and there was seldom 
any sense of unwillingness to participate. There are links in the observation here with 
students and staff interviews. 
 
 
Observation reflections 
 Date: 1/9/97    Category of Data: 
 
Name of Subject or location: Field observation Farnsworth 
Information/ Notes: This was my first day taking field observations and notes. I had a 
Year 7 class who were mostly unfamiliar students who I had not taught before. A pre 
-prep class also with new students to me. A Year 11/12 class with almost all students 
I had taught for at least three Years. A Grade 5/6-string ensemble and I observed 
lunchtime string ensemble rehearsal. I was particularly aware of the relationship and 
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communication issues in this days experience and also noted in both the Year 11/12 
class and Year 7 class, both of which were based upon a creative focus that the level 
of interest of the students was relative to the level of engagement through the 
challenge presented and their ability to meet that challenge. (Refer Csikszentmihalyi 
‘s curve) The jingle task given to the Year 11/12’s was perceived as being a joke and 
the lack of respect afforded the teacher who had set the task was an interesting 
observation. The task set by the Trumpet teacher was perceived differently and the 
level of challenge was higher. In the Year 7 class, a similar effect was in place. Just 
because the task was, pop music did not make it attractive. Also the use of pop music 
raised many youth music issues which were both exposing of self, self-esteem for the 
students, and they did not like it. They changed their attitude when I offered them the 
more challenging option of composition. I am not sure whether this was more 
appealing to their imagination or more personal than the cover version performance. 
It will be interesting to follow these themes of relationship, the role of rock music in 
school and the issues generated by it and the challenge versus ability notion. This last 
issue seems also a problem in instrumental music with beginner players playing 
‘simple’ tunes. 
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APPENDIX O 
 Copy of participant consent forms used for interview participants 
Sample of participant consent forms given to participants 
Informed Consent form 
 
Steven C Dillon DipT. AmusA BEd MEd. 
 
As part of my Doctor of Philosophy (Ph.D.) research entitled the ‘Student as maker’, I will be examining the conditions 
and the environment in which students ‘make’ music. This means I will be looking at composing/creative organisation, 
instrumental performance and improvisation and the people, places and resources used to do this. The research will 
involve taped interviews, written observation and collection of written/textual documents and video and audiotapes of 
performances. Unless otherwise negotiated all materials will be treated as confidential. Participant’s names will not be 
used in publication and all materials will be kept in a secure location with access only by Steven C Dillon. Some of the 
material may be seen by Dr. Lyn Yates the official La Trobe University supervisor of the Ph.D. project to authenticate 
results. Pseudonyms will be used in all references to the analysed information.  
 
The project will be undertaken from 1st of October 1996 until 31st of December 1997. The duration of individual 
interviews will be approximately 30- 60 minutes. Prior consent will be obtained from respondents for any video/audio 
taped materials used in publication. It should be noted that the research does not involve any harm to individuals and 
the nature of the project and the use to which the materials will be put will be fully explained to the participants. 
 
It is hoped that through this research that more effective curriculums and environments will be able to be created to 
enhance the production of music and music learning in schools and that the benefits of this kind of experience will be 
clearly identified. 
 
 The participants have the right to withdraw at any time and any materials collected will be erased or destroyed. Any 
queries or complaints regarding this study can be addressed to my supervisor Associate Professor Lyn Yates LaTrobe 
University Ph: 9479 1111. In the event that Dr. Yates is unable to resolve the issue, the participant is able to contact: 
         
        The Chairperson 
        Human Ethics Committee 
        LaTrobe University, 
        Bundoora 3083, 
        Ph 9479 1443 
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Participants consent form 
 
 
I ............................................................................. have read (or had read to me) 
and understood the above information and agree to participate in the study knowing that the data collected may be 
published, or provided to other researchers, providing my name is not used, and that I may withdraw my consent at 
anytime. 
 
 
   
  .................................................................Date / / 
  Signature of Participant ( or authorised representative) 
   
 
  .................................................................Date  / / 
  Steven C. Dillon (signature)        
   
   
 
Publication of video/audio consent 
   
I further consent that video/audio taped materials of music performance or  creative work may be used in 
publication.   
 
  .................................................................Date / / 
  Signature of Participant ( or authorised representative) 
   
 
  .................................................................Date  / / 
  Steven C. Dillon (signature)        
   
 
 
The Student as Maker Appendices 
 298 
APPENDIX P 
Letter to principal seeking permission for research 
   
 
To: The Principal 
Re: Consent for research 
10/8/96 
 
 
Dear David, 
  During the next 18 months, I will be undertaking a doctoral research 
project, which essentially investigates the conditions and environment of music/arts 
education. The research itself will utilise narrative methodologies including interview of 
students, parents and teachers, observation of classroom and extra curricular activities 
and the use of curriculum documents in the arts. At no time during this research will 
participants’ names be used, nor will any of the activities pose any risk of physical, 
mental or social harm to either participants or the school itself. 
 
The research proposal will be submitted to the Faculty Human Ethics Committee (FHEC) 
for approval. Along with this, I am required to submit a letter stating your approval and 
giving consent to the research taking place at Farnsworth College. Many thanks for your 
support in this matter I look forward to gaining insights which will further place 
Farnsworth at the forefront of arts education innovation. 
 
 
Yours sincerely, 
 
 
Steve Dillon 
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